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PREFACE. 


The following pages are mainly the result of my work as a 
research student at the University of Madras. As an Honours 
student at the Presidency College, 1 learnt the fundamentals 
of literary criticism in Sanskrit and also its extent and 
scope from the regular lectures of Prof. S. Kuppuswami 
Sastri and a special course of University lectures delivered by 
him in the year 1919 on the “Methods and materials of literary 
criticism in Sanskrit". When I was awarded a research 
studeniship in September 1921, I settled in consultation with, 
my Professor as the subject of my investigations “The theories 
of Rasa and Dhvani", the two most important principles 
of literary criticism. Except for some articles in the well- 
known journals and introductions to some works there was not at 
the time any systematic attempt at fixing the chronology of 
the different writers, tracing the development of these theories 
through the various stages of growth, elucidating them and 
estimating their value in the  appraisement of literature. 
Further the Government Oriental Manuscripts Library, Madras, 
had then recently acquired some highly valuable manuscripts 
on the subject like the Abhinavabharati, Srigaraprakasa, and the 
Vakroktijvita. My sincere desire has been to supply this want 
after a study of all the important material available in print and 
manuscript. 1 accordingly worked under the advice of Prof. 
S. Kuppuswami Sastri at this subject, and I have examined most 
of the printed works in literary criticism and literature and 
in addition four big manuscripts—viz., the Abhinavabharati, 
Vakroktijivita, $rhgarapraka$a and Bhavaprakasa—with parti- 
cular reference to the chronology-of the writers on criticism, the 
development of the theories of Rasa and Dhvani, the attitude of 
poets towards them, their analysis, exposition and worth in the 
evaluation of literature. I have utilised the contributions on this 
subject made in the journals and introductions to some editions 
of works. When I had just completed my regular course of 
investigation and begun to give them a shape, there appeared 
in the field two works on the History of Sanskrit Poetics by 
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Dr. S. K. De and Prof. P. V. Kane,—see the latter's Fr a 
io the Sabityadarpaya—and I have taken this opportunity 0 
reviewing some of the opinions expressed by them. i hops that 
in spite of these two publications my labour has not I क in 
unnecessary duplication. The following pages contain, 1n addition 
to a chronology, an account of the development of the two theortes 
of Rasa and Dhvani, after a study of three rare manuscripts, the 
Abhinavabharati, Vakroktijivita and the SrhgaraprakasSa, and also 
after the examination of the writings of poets. I have tried as far 
as possible not to swell the number of pages unnecessarily by the 
repetition of arguments and facts already put forward. 1 would 
invite the attention of my reader to the following topics in this 
work. 
1. The development of the meaning of ‘Rasa’ in the 
Védic period. 
2. The early beginnings of its conception in V almiki. 
3. Bharata’s date; his successors and commentators men- 
tioned in the Abhinavabharati. 
4. The relative chronology of Bhàmaha and Dandin. 
5. The date of composition of the Alankara section of the 
Agnipurana and the theory of Rasa expounded therein. 
6. Anandavardhana is the author of the Dhvanikarikas. 
7. The origin, development and fundamentals of the 
conception of ‘ Dhvani '. 
8. Abhinavagupta and his Abhinavabharati. The theories 
of Rasa considered and held therein. 
9. The conception of Vakrokti and its relation to the 
theories of Rasa and Dhvani. 
10. Mahimabhatta’s conception of Kavyanumiti and his 
attitude towards these theories. 
11. Bhoja's $rügaraprakà$a and his peculiar theory of 
Rasa. 
12. The development of the conceptions of Rasa and 
Dhvani in general. 


I have indicated the authorities on which J rely for my 
conclusions mostly in the body of the text itself within brackets, 
and I have cited most of the original texts as foot-notes. A general 
list of authorities cited is also furnished herewith. I wish 
to be pardoned for quoting the original texts in Devanagari 
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PREFACE 


characters and not the scientific 
I hope that in this matter, 
more conservative than the phi 
in citing Greek forms. 


I take this opportunity of offering my heartfelt thanks to the 
Syndicate of the University of Madras for giving me a 
opportunity and incentive for the conduct of RUP Hem 
by the award of a studentship, to my Professor S. Kuppuswami 
Sastriar for his kind‘ advice and encouragement and to the 
authorities of the Government Oriental Manuscripts Library and 
the Principal, Presidency College, Madras for giving me special 
facilities for the use of their libraries. 


V 


transliteration in English, but 
as an Indian, I have not been 
lologist who uses Greek characters 


Dated 9th, Feb. '25, 
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POSTSCRIPT, 


Although the main body of this work was submitted as 
thesis for the Degree of Doctor of Philosophy, yetat the desire 


versity and in accordance with the 


ist rofessor S. Kuppuswami Sastri, consider- 
able revision has been made in the work, especially in the 


chapters on Anandavardhana and Abhinavagupta. My thanks 


are due to the Syndicate for having permitted the publication of 
this work in its revised form. 


special instructions of P 


it is a source of intense pleasure to me to express on this 
occasion my deep sense of gratitude to my revered teacher, 
Mahamahopadhyaya Vidyavacaspati S. Kuppuswami Sastriar, 
to whom | owe my initiation and training in higher Sanskrit 
Studies; to whose invaluable advice and help this work owes 
whatever merit it might possess, and but for whose interest 
and encouragement my enthusiasm towards the completion 
of this work and the progress of my researches could hardly have 
reached this small measure of success. For all that I owe 
to him, I feel I cannot do better than offering to him this 
my first attempt as a humble tribute and token of gratitude 
and affection of one of his most humble and devoted disciples. 


saaa वाणी निजपदमतुळं प्राप्य येषां मुखाब्जे | 
तेषां वाचस्पतीनां मधुमधुखचोनिश्नराम्बु प्रपाय्य | 
ग्रन्थग्नन्थीन्विमाच्य व्यथितमपि मनः कुर्वतां मे प्रसन्न 
स्वाचार्याणां रसोऽयं ध्वनिरपि पदयोरप्यते शङ्करेण ॥ 


1518 December, 1928, 
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INTRODUCT ION. 


Literary criticism is the true perception of 1 
poetry, the proper understanding of the poetic m 
sion of ideas, the discovery of the laws of poetic truth and the 
enunciation of the principles that enable us to judge the degree 
of the success of the poet in his representation of the beautiful, 
which is a perennial source of delectation to all discerning and 
responsive minds. The term * Alatikara Sastra, is ordinarily used 
to signify literary criticism, but it literally means only figures of 
speech. Even though it is taken in the earlier and wider sense 
of ‘beauty in poetry’ it does not convey the ideas—understand- 
ing or appreciation and judging—that are primarily denoted by 
the term “Literary criticism”, Nor can the term Alaükara 
refer to all the different methods of criticism that have been dealt 
with by writers on Sanskrit Poetics, For besides the * Alankara' 
method there are seven others, some of which are even more 
important than that. Thus the use of the term + Alankara' to 
refer to Sanskrit literary criticism cannot be justified except in 


he beautiful in 


its earliest 
exponents, Bhamaha, who maintained that poetic embellishments 


form the distinctive feature of poetic language and that it is the 
chief source of zsthetic pleasure. 


Literary criticism is the proper interpreter of literature. 
And as literature forms one of thé most important branches of 
the culture of any nation, it has its distinct place as the path that 


leads to the understanding and enjoyment of a noble sphere of 
human activity, 


There are eight different schools of critical thought in 
krit, but the most important of them are the exponents of the 
theories of Rasa and Dhvani. The principles held by these 
different schools were formulated independently of each other, 
they came to have values assigned to them accord- 


to their relations with dhe dvo theeresiebiRasa and Dhvani, 


Sans 
two 


ing 
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Hence it is possible to treat of almost the whole subject | 
Sanskrit literary criticism from the standpoint. of these two 
theories. And this forms the rationale of our choice of these two 


theories for treatment. 


s 
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BOOK ], 
HISTORY OF THE THEORY OF 
ANANDAVARDHANA, 

S 

CHAPTER |. 
VEDIC PERIOD, 

Or the two theories—Rasa and Dhvani—which developed to 
be the most predominant factors among the sources of literary 
appeal, the former dates back in its origin to the ‘first poet ' 
Valmiki, while the latter which arose in the wake of the Rasa 
theory, and which, incorporating within itself al] its good features, 
served to check its excess, viz., the undue stress that it laid on the 
emotional element in poetry to the detriment of the imaginative 
and the intellectual elements therein, could at the earliest have 
been formulated only a century before its greatest exponent 
Anandavardhanacarya, who lived about the middle of the 9th 
Century A. D. Though in later works on Literary Criticism like 
the Kavyaprakasa and the Rasagangadhara Rasa 5, with some 
justification, treated as a sub-head under Dhvani, there is the pro- 


priety of. historical antecedence for our consideratión of the.. 
History of Rasa before Dhvani. 


RASA UP TO 


The History of the meaning of ‘Rasa’ during the Vedic 
period affords an explanation and prepares the ground for its 
use by writers on Literary Criticism from Bharata downward to 
signify the ‘aesthetic pleasure’ or the thrill invariably accom- 
panied by joy that the audience experiences, while witnessing the 
skilful enactment of a play rendered highly appealing to it through 


excellent poetry, music and action. In accordance with the 


general practice of Indologists to start any critical enquiry from 
the earliest literary monument of Indian culture, the history of 
‘Rasa’ is here considered from the Rg Veda itself. ' 

In the Rg Veda ‘ Rasa’ is generally used in the sense of the 
‘juice’ of the soma plant (८. g. दधानः कलशे TH IX, 63.13, यस्य 


ते मच्च रसम IX, 65.15.), Inthe earlier Mandalas it occasionally 
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pee water 1 (IIT 10.1.) milk; (c. ४. रसा दधीत वृषभम्‌ 
VIII. 72.13. apply heat to milk) and flavour (८. §- मरत रसच 
च्छिश्रिये पयः Rgveda V. 44.13. ad Sweet flavours’): Ta 
Atharvaveda, while retaining its sense of the juice of plants, 
(उदोषधीनां रसेन............ II. 3110, up with the sap of herbs) 
extends its usage to the sap of grain. (आहाष धान्य रसम्‌......-.....1 


26.5. I have brought the sap of grain). Its e in water E 
milk is not found here, but the sense of ‘savour’ Or ' taste’ be- 


comes very common (e. g. तीत्रो रसो मधुपरचामरक्ञुम........... -JI I. 
13.15. may the strong satisfying savour (Rasa) of the honey-mixed 
come to me; यो नो रसं दिप्सति पित्वो अग्ने............ ४111. 4.10. who- 
ever 0 Agni!tries to harm our taste of drink etc.). During the 
Upanisadic period its sense of the * essential element in plants or 
grain ' loses its particular character and changes into the ‘ essential 
element’ or the ‘essence’ alone (e. g (1) प्राणो हिवा अङ्कानां 


रसः............ Brh. Up. 1.3.19. Life breath or the vital air is the 


Brh. Up. 1.3.4. The eye isthe most vital or the most important 
of the limbs of the person that lives. Also Chandogya Up. 1.1.2. 
and IV.7,4). ‘Rasa’ continues to have also its other sense of 
‘Savour’ or ‘taste’, (८. ६. (1) Rent हि रसान्‌ विजानाति Brh. Up. 111. 
2,4....... Knows the tastes by the tongue (2) येन रूपं रसं We etc..... 
000009050 Kathop. IV. 3.) and the term becomes the base for a 
denominative verb, meaning ‘to taste’ (e. g. ने जिप्रति न रसयते............ 
does not taste. Pra$nop. IV. 2.). Itis noteworthy that in two 
places—(1) in the Taittiriyop. II. 7.1. रसो वे सः, रसं ह्येवायं लब्ध्वा- 
नन्दी भवति 21 (2) in the Maitri. Up?, V. 2. एतद्वै सत्त्वस्य रूपं, तत्सत्त्वमे- 


—— — —————— 


1. Rgveda III. 48.1. 
साधोः पिब प्रतिकामं यथा ते रसारिरः प्रथमं सोम्यस्य. 


Translation of Rgveda and Atharvaveda texts is mainly adopted 
from Griffith and Whitney in consultation with the Bhasya of Sayana. 
2, Maitri. Up. V. 2. 


“एतद्वै सत्त्वस्य रूपं तत्सत्त्वमेवेरित रसः 
On this Ramatirtha has the following:—(See Dipiks, pp. 72-73) 
तत्परेणात्मना पूवेवदीरितं सत्त्वमेव, न तमोरजसी; तयोः वक्ष्यमाणार्था- | 
भिव्यःजकत्वासामर्थ्यात्‌ । रसः सार: चिदानन्दप्रकाश: ; “रसो त्र सः, रसं 
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वेरितं रसः; स सम्प्रास्रवत्‌. . ९-९ is 4 
senses, and it refers to ‘essence,’ 
highest Taste or Experience accomp 
other words, Rasa there stands for 
the Universe, viz., the ‘Self-lumin 
which the Upanisadic seer strove and which, when realised 
results in Perennial Bliss. It is very likely that the earliest 
thinkers in literary criticism took advantage of this use of 
‘Rasa’ to mean the perfect joy that the sage experiences when 
he perceives intuitively the Highest Truth in his meditation, and 
applied it to that ‘ aesthetic pleasure’ which the cultured spec- 
tator with a responsive heart enjoys, when he loses himself com- 
pletely in the characters, situations and incidents of a play 
represented by highly talented actors. 


combination of both its 
Par excellence and to the 
anied by a sense of joy. In 
the one Supreme Reality of 
ous Consciousness’ to attain 


But it must be distinctly understood that the two texts quoted 
above do not at all, in the context where they occur, contain the 
germs of the theory of Rasa conceived of and developed by later 


writers on Poetics, And to read into the text रसो वे सः........ etc. 
any of the later ideas, as Pandita Raja Jagannatha! does, 
believing in the ultimate authority of the Veda and seeking to 
obtain scriptural sanction for his views, is wholly unhistorical. 


Although during the Vedic period there was no clear fore 
cast of the theory of Rasa, yet it should not lead us into 
believing that the Vedic poets had not developed any sense of 
appreciation and love for poetry. It may surprise us to find even 
in the Rgveda, especially in the hymns relating to ‘Vak’, certain 
remarks which, though not conscious attempts at criticism ol 
poetry, have still to be recognised as distinct and early antici- 
pations of literary criticism. And the rich poetry, the wealthy 
illustration, the high imagination and the elevated thought of the 
Rgveda and the Upanisads fully testify io the possibility of the 
exhibition of the literary sense by the Vedic bards. 


day लब्ध्वानन्दी भवति? इति श्रुयन्तरात्‌ ; स सम्प्रालवत सम्यक्‌ प्राकदयेन 
अस्रवत्‌ । सत्त्वमेव चिदात्मनो विशेषाकाराभिव्यक्तियोग्याकारतया प्रसूतम्‌, 
सदात्माकारमेव विप्रसृतमिसर्थः | 
1, Rasagangüdhara—Chap. I. P. 23. (Nirnayasagar Edn.) 
वस्तुतस्तु वश्ष्यमाणभ्रुतिस्वासस्थेन र्याद्यवच्छिन्ामग्नावरणा चिदेव रसः, 
“रसो वै सः?? “रसं ह्येवायं लब्ध्वा आनन्दी भवति” इति श्रुति: । 
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E a ८८ x 
In the Rgveda! X. 125. 3-5 beginning with अह सुराष्ट्र 


संगमनी वसूनाम्‌ 2? the seers realise the importance in hie of the 

extraordinary power of speech which obtains for the person thal 

has it all his spiritual and material desires. The verse सक्तुमिव 

etc.2 (Rgveda X. 71.2) makes a clear distinction bet. 
d uz] 


ween ordinary language and poetry and pays a genuine homage 


to the Vedic bard in whose words is imbedded all beauty, 
(eat लक्ष्म वीनिहिताधिवाचि.) The verse उतत्वः......... 3 ete., (Rg- 
veda X. 71.4), by denouncing the person that sees only the 
externals in poetry and praising the Jearned to whom alone the 
beauty of the inner sense is revealed, appears to value highly 


—————— 


1. Rgveda X. 125. 3-5. 
अहं सुराष्ट्री सङ्गमनी वसूनां चिकितुषी प्रथमा यज्ञियानाम्‌ | 
तां मा देवा व्यदधुः पुरुत्रा भूरिस्थात्रां भूर्यावेशयन्तीम्‌ || 
मया सोऽन्नमत्ति यो विपश्यति यः प्राणिति य ई श्रृणोत्युक्तम्‌ | 
अमन्तवो मां त उपक्षियन्ति श्रुधि श्रुत श्रद्विवं ते वदामि || 
अहमेव स्वयमिदं वदामि जुष्टं देवेभिरुत मानुपेभि: | 
यं कामये तं तमुग्रं क्रृणोमि तं ब्रह्माणं तमृषिं तं सुमेधाम्‌ ॥ 
Griffith's Translation. 

I am the Queen, the gatherer-up of treasures most thoughtful, first 
of those who merit worship. Thus Gods have established me in many 
places with many homes to enter and abide in. (4) Through me alone 
all eat the food that feeds them, who sees, breathes, hears the word 
outspoken. They know it not, but yet they dwell beside me. Hear one 
and all the truth as I declare it. (5) I verily myself announce and utter 


the word that Gods and men alike shall welcome. I make the manI 


love exceedingly mighty, make him a Sage, a Rishi, and Brahman. 
2. Reveda X. 71.2, 


सक्तुमिव तितउना पुनन्तो यत्र धीरा मनसा वाचमक्रत । 
अत्रा सखायः सख्यानि जानते usui लक्ष्मीनिहिताधिवाचि ॥ 


Where, like men cleansing cornflour in acribble, the wise in spirit 
have created language. Friends see and recognise the marks of friend- 


ship. Their speech retains the blessed sign impri A 
gn Imprinted. (See Sg l 
3. Rgveda X. 71.4. Ss yana) 


उत त्व: पश्यन्न ददश वाचमुत त्वः श्रण्बन्न श्रणोत्येनाम्‌ | 
. उतो त्वस्मै तन्वं विसल्ले जायेव पत्य saet सुवासाः ॥ 
One man hath never seen Vak and yet he Seeth. One man hath | 


hearing but hath never heard her. But to another hath she shown her | 
beauty as a fond well-dressed woman to her husband, _ 
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poetic content and not its form, In यज्ञेन वाचः 1 etc, (Rgveda 
X. 71.3) where the bard says that the seers Spread the language 
seven metres, and in 
अनुश्भमल ° etc., (Rgveda X, 124,9) —the sages know the swift 
sung in the Anustubh 
-e—the Vedic poet seems to realise some relation between 
metre resses his deity as the 
५५2 etc., (Rgveda VIII. 1.26.) «01 
drink thou, lover of song as the first drinker of this juice”. A 


& (D. वचः स्वादो स्वादीयो रुद्राय 
> cu GERTIE (Rgveda 1. 114.6 and II. 35.1) ‘a song more sweet 

ie. sweet.’ (2). Red 39 मधुयुवा GT सिषक्ति पिप्युषी 
x 


Reveda V. 73.8.) ‘ Lovers. of Sweetness, Ru 
(REVS ». 


S St d to bc SW eet as €. 
n IS © a1 3 
50 g 


dras, She (Vāk) that 
The verse 4: पावमानी- 
रध्येत्यूषिमि: सम्रत रसं................ तस्मै सरस्वती दुहे a... te 
TAT Rgveda IX. 67. 31-32) *the man who reads the 
EOS by saints, the pavamana hymns, tastes food 
पक ] ००००००० e Sarasvati draws forth for him water, 
compl p» E un '— promises in the name of the Goddess Saras- 
Dus ONES domtore for him that would study the best of 
क E: in the opinion of the bards viz, the Pavamana 
= te Thus the two main functions of the literary critic viz., 
क. ond and to judge poetry, are discharged by ne 
Rgvedic poet-critic, the former fairly well and E ee ee 
limited extent, in that he has developed a real ptt o bcne 
poetry and that he is able to discriminate the good from is i 

type of poetry through an examination of the literary content. 


treams with sweetness, waits ón you. 
str 


l. Rgveda X. 71.3. 2 
यज्ञेन वाचः पदवीयमायन्तामन्वविन्दन्नषिषु प्रविधमू । 
WAR व्यदघुः पुरुत्रा तां सप्तरेभा अभिसंनवन्ते ॥ 


her har- 
With sacrifice the trace of Vak iney ser ue ga in many 
bouring within the Rishis. They brought E IDEEN 
places, Seven Singers make her tones resound i 


2. Rgveda X. 124.9. 


° Li D Q सख्ये l 
बीभत्सूनां सयुजं हंसमाहुरपां दिव्यानां s ! 
poe viene se x ह anion, moving in 
They call him Swan; the abhorrent flood's comp: ' 


T ts in their thought have 
dship with celestial waters. he poe ONE 
€d on Indra swiftly approaching ४1४४ Arnstein 


frien 
look 


CHAPTER Il. 
VALMIKI. 

the development of the theory of Rasa 
stands Valmiki, the father of classical Sanskrit poetry, an ing. 
dent in whose life, related in the second queste of the Ramayan, 
Balakanda, explains the origin of the Sloka metre in Sanskrit | 
and also reveals the earliest germs of the conception of ‘Rasa’ | 
according to the later writers. The incident runs thus: | 
When once Valmiki went out into the forest in search of sacri. l 
ficial wood and grass, he meta happy pair of Kraufica birds 
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g 
| 


AT the threshold of 


twittering with joy on the branch of a iree, one of whom wa 
suddenly shot dead with an arrow bya hunter; and when the 
merciful sage witnessed the innocent male bird, that was killed, 
weltering on the ground in his own blood, and the helpls 
female, bereaved of her loving mate, and being vaguely conscius 
of the untold sufferings that she would have to undergo witha 
him, sending forth a shriek of terror and agony, his heart ws 
touched with a deep feeling of pity for her grief; and the inten 
pathos of the situation that filled his heart flowed out to fimi | 


expression in the shape of that exquisite and melodious Slok | 


मानिषाद'........ etc, (Balakanda II. 15.). Valmiki was struck with l 
wonder and joy at this first involuntary emanation of measured | 
poetry; and through deep introspection and analysis of the sfate 
of his mind at the time of its utterance, he discovered for this j 


mystery a solution which he gave out to his pupils in thes | 
f 


words “'शोकातेस्य प्रवृत्तो मे seit भवतु नान्यथा’? Balakdnda 11. 18 | 
‘That which proceeded from me who was overpowered by pathos 
shall be nothing but poetry or rhythmic expression ’. ॥ 

This statement understood in the light of the above | 
incident is rightly regarded by Anandavardhana as revealing thè 
critic in Valmiki, and also as containing in embryo the theory @ 


ee € À2409 


e OaE 


], Ramayana Balakanda. II. 14 and 15. 
निशाम्य रुदतीं क्रोब्चीमिदं वचनमत्रवीत्‌ ॥ 
मानिषाद प्रतिष्ठां त्वमगमः शाश्वतीः समाः | 
यत्क्रौऽ्चमिथुनादेकमवधी; काममोहितम || 
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pasa fully developed later. The Wallowing of the dying bird in 
pool of blood and the wailing of the surviving femaleto which the 
sage was witness were transported irom the Sphere of his perceptual 
experience to that of his Imagination a 


nd presented there as 
the cause (विभाव) and the ensuant (अनुभाव) lhat stirred up his 
instinct of pathos to its depths and developed it to that des 
when he reached a still mental condition with an intense feelin 
of pathos, in which his personality was lost, resulting in his 
having only a sense of joy; and this pleasant feeling of pathos 
that overpowered him translated itself spontaneously intothe form 
of the Sloka मानिषाद &c. The sage surely meant something 
like the above when he enigmatically said «from my intense feeling 
of pathes shall proceed nothing but rhythmic expression.’ 


At one stroke Valmiki is both a poet and critic. He is the 
former, as he is able to imagine vividly and feel intensely for the 
situations, the characters and the searchings of their hearts, and 
express that feeling in the form of excellent poetry.—See the 
Ramayana. He is the latter also, for he fully realises that it is 
this feeling, arising out of his complete imaginative sympathy 
with the characters and incidents, that transformed itself into 
rhythmic expression. The function of the poet and the critic is 
identical in their understanding and feeling for the characters, 
their emotions etc. The poet is superior to the critic, for he 
possesses the creative genius and the expressive power which 
furnish to the critic poetry that forces him to have the same 
understanding and feeling as the poet; the critic falls short of the 
poet; for he seeks poetry to aid his imagination to think and feel 
with the poet. "The poet is valued to the extent to which his 
poetry evokes in the critic this understanding and sense of bliss. 
The critic is judged by the degree of understanding and joy that 
he has from a study of poetry. Valmikiis a poet and a critic. 
From the few hints that he throws out and also from the poetry 
of the Ramayana, distinguished by the simplicity of style, natural- 
ness of imagery and vividness of description, which tend towards 
the full development of Rasa, it is possible to make out that to 
Valmiki, spontaneous expression emanating from one when 
Overpowered by an intense feeling of pathos constitutes poetry; 
or the state of poetic inspiration is a climax of emotion when it 

—the emotion—finds a spontaneous outlet in rhythmic expres- 


Sion, Milton's *unpremeditated song' is this same spontaneous 
rhythmic expression, - 
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8; pA US TORY OF THE THEORY Pus M 
It may here be pointed out that the views sef E bow, 
being based on the second chapter of the Sr nein d nol 
be maintained as Vālmīki’s without coming 1n oc ; ict with 
the conclusions of historical research and philology. y E show 
that only Books 11-५1 form the genuine P PER ० the work 
originally written by Valmiki. Against a itd zs that, 
although much of the first book including t टी scondic apte is 
a later addition, the second chapter contains a genuine record 
of the tradition handed down from Valmiki; and early poets like 
Kalidasa and Bhavabhüti bear ample testimony to the authenti. 
city of the tradition that the Krauiica incident in the life of 
Valmiki was the occasion for the spontaneous To of poetry 
and also for the origin of the Sloka metre in Sanskrit. (See R, 
XIV. 701 and Utiara-R.? Act II. 5.) Anandavardhana also fully 
believing in this tradition looks upon Valmiki as the father of 
the theory: of Rasa, although he twists the wi to suit his own 
comprehensive theory of Dhvani. (Dhv. I. Karika 5.)3 It is 
further gratifying to note that Prof. Macdonell is quite willing to 
grant the probable historicity of the above tradition, (Hist. of 
Skt. Lit. P. 317). " 


—M 


1. R. XIV. 70. 
तामभ्यगच्छद्गुदितानुसारी कवि: कुशेध्माहरणाय यात: | 
निषादविद्राण्डजदरीनोत्थः ऋ्लोकत्वमापद्यत यस्य शोक: ॥ 
४९९ Mallinütha on this. 
2. Uttara, R. Act. II. 5. Nirnayasagar Edn. pp. 53-5. 
आत्रेयी--अथ स ब्रह्मर्षिरिकदा माध्यंदिनसवनाय नदीं तमसामनु- 
प्रपन्नः । तत्र युग्मचारिणोः क्रौळ्वयोरेकं व्याधेन वध्यमानं दृदशे | आकस्मिक 
्रत्यवभासां देवीं वाचमनुष्टुमेन छन्दसा परिणतामभ्युदेर्यत्‌ | “मानिषाद्‌?? etc, 
वनदेवता--आम्नायादन्यल्ष नूतनश्छन्द्सां अवतारः. 
आत्रेयी--तेन हि पुनः समयेन तं भगवन्तं आविभूतरान्दप्रकाइाम्पिः 
सुपगम्य भगवान्‌, भूतभावनः प्मयोनिरवोचत्‌ ““ऋषे प्रब॒ुद्धोंडसि वागात्मति 
अह्मणि aR रामचरितम्‌ | अव्याहतज्योतिरार्ष ते चक्षुः प्रतिभातु; आयः 
कविरसि’? इत्युत्तवान्तर्हितः। अथ स भगवान्‌................ रामायणं प्रणिनाय: 
3. Dhvanyāloka. P. 26. 1. 5. 
काव्यस्यात्मा स एवाथे: तथा चादिकवेः पुरा | 
्रौञ्चदरन्द्रवियोगोत्थः शोकः श्लोकत्वमागतः || 
See Locana on this. pp. 26-27. 
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CHAPTER पा, 
BHARATA. 


The different stages in the development of the theor f 
Rasa, after the few suggestions that have been thrown ना: 
Valmiki, are absolutely lost to us until the doctrine emerges in ; 
concrete shape, fully developed in all its varied E ee n 
the Nátya$astra of Bharata, ; 


This big work of thirty-sey 
| -seven 
chapters, purporting to deal with the art of histrionics, he of 


a variely of kindred arts and sciences ancillary to it : and amon 
them are poetry, literary criticism, dramaturgy etc. It has bus 
the subject of many learned and erudite commentaries and also 
the source from which a large number of independent treatises 
on histrionics, dramatic technique, music etc. has sprung. The 
text, in its present form, contains besides the original many 
older verses as well as later accretions, some of which are intend- 
ed to glorify and give a mythical garb to the authorship of the 
work and the origin of the subject. It also exhibits a high 
degree of culture and critical faculty in the author and the criti- 
cal spirit of the age in which he lived. When did he live? At 
what time did his work first assume its present shape? What 
is the doctrine of Rasa as could be made out from this work ? 
We shall endeavour to answer these questions below. 


The printed text, as we have it in the Kavyamala, comprises 
passages in three different styles, —(1) Anuvamsya or Anubaddha 
verses in the Aryà and the Anustubh metre, (2) Sütra-bhasya, (3) 
Karikis—which show that the work is the result. of gradual 
evolution from the original, the successive stages of which are 
very difficult to determine. Panini is acquainted with some 
Natasiitras (IV. 3. 110), but there is no means of ascertaining 
their exact character. The term ‘Siitra-bhasya’. or. Aphorisms 
and prose comments thereon would make us believe, on the 
analogy of the history of grammatical and philosophical texts, 


that that represents the earliest attempt in the field. -But the 
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‘ Anuvamsya’ meaning í preserved ES a DAR line? 
indicates, as Abhinavagupta observes, that e i rses— 
are earlier than Bharata and also known to im. gain the 

\Sctranubaddha’, (N. S. P. 64) which introduces many Aryg 
oe MET means «composed after the manner of the Stitras’, 
um » misleading. Further the Karikas which, according to 
Ne VI 11,3 are only amplifications of the Sütras have been in 
Vogue in almost all ages. Thus any inference regarding the 
serie chronology of these texts can only be a probable surmise, 
We conjecture that the original of the Natyasastra was in the 
style of Sütra-bhasya which was later enlarged in the form of 
Karikas ; and to this were added some older verses of other un- 
known writers besides some later ones intended, as has been said, 
to raise the art of histrionics to the dignity of a Veda. Further 
it is likely that, when the form of the Karika became settled, 


much of the Siitra-bhisya portion was not preserved. 


Criticism ordinarily follows creation. Histrionics and 
dramatic technique develop only after the Drama attains ‘a 
definite and complete form’. Though the Natyasastra, whose 
authorship has been attributed to a mythical sage Bharata, might 
have been the earliest of its kind, as it truly was, it could have 
been written only after the production of finished Sanskrit plays. 
Till recently, we had no knowledge of any dramatist prior to 
Kalidasa except by name. The unearthing of the thirteen plays 
of. Bhasa (?) at Trivandrum does not help us in any way. lt is 
the diseovery of the fragments of A$vaghosa's plays by Prof. 
Luders that makes it possible to carry back the upper limit of the 


']. Abh. Bh. Chapter VI. p. 225. 

अत्रेति भाष्ये अनुवंशभवी शिष्याचार्यपरम्परासु वतमानो छोकाख्यो 

वृत्तविरोषौ सूत्रार्थसंक्षेपप्रकटीकरणेन कारिकारान्दवाच्यो भवत: | तौ पठति-- 

यथा बहुद्रव्ययुतै; etc. N. S. P. 62. | 

2. Abh. Bh. Vol. 1. p. 261 on N. S. VI. 69-72. 
`ता एता Great एकप्रध्ट्कतया पू्वीचांयैः लक्षणत्वेन पठिताः - । मुनिना 
ठु सुखसङ्गहाय यथास्थानं निवेशिताः ||... | ji : 
¢ 3N S VT II. I VL 

'अल्पामिधानेनार्थो यः समासेनोच्यते बुधैः | 


qaa: सानुमन्तव्या कारिकार्थप्रदर्शिनी | 
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Natyasastra to a much earlier date than Kal 
itis said, exhibit a highly developed state o 
Agvaghosa, being a contemporary of -th 
Kaniska, lived in the Ist century A.D. 
India pp. 483, 583 and 585) Prof, Keit 
of a genuine Sanskrit 


idasa’s. These plays, 
f the Drama; and as 
€ Kushan Emperor 
(see Cambridge History of 
h dates the first production 
je Sa drama more than a century earlier, and 
ne is even inclined to place it immediately after the Mahabhasya 
—150. A.D. (Keith. Skt. Drama pp. 45, 70 and 72). Thus the 
nucleus of the Natyasastra, appearing after the rise of thé 
Sanskrit Drama, could at the earliest be placed in the latter half 
of the 2nd century B.C. or the first decades of the 1st 'century 
B.C. The references to Yavanas, Sakas and other tribes will 
bring down the date of the present text to the beginning of the 
Christian era. 


Abhinavagupta appears, in his Abhinavabharati on the 
Natyasastra, to have used.a text exactly similar to the one that 
is now in print. He further utilised the works of many earlier 
commentators and of independent writers 'on the subject, His 
numerous references, to the former especially, enable us to deter- 
mine the lower limit of the present work with some exactitude, 
One of them is to the poet and critic that lived in the court of 
Jayapida of Kashmir (779-813 A.D.), vis, Udbhata who gives 
different readings to some verses of the Sastra. We have it on 
the testimony of Kuntaka thatthe author of the Kavyalankara- 
sara is an expert in the school of Bharata. (Vakrokti-]. Ms. 
p. 126. Chap. I1J)?. Before him, Bhamaha and Dandin seem to 
be acquainted with this text. When they have to deal with the 
Rasas and the dramatic technique they refer the inquisitive 
reader to other works—Anyatra, Anyaih, Agamintare— (sce 


~~ 


1, Abh. Bh, Vol. II. Chap. IX. E: 307. 7 * 
qa प्रचारास्तस्येति uitae: पठति | 
Abh. Bh. Vol. IL Chap. XVIII. p.472. - PE 
उद्भटः पठति--खग्धरादीन्येव (अ)योज्यानि नाल्पाक्षराणि....इति, स 
व्याचष्टे- etc. हि yi 
2. Vakrokti-J. Chap. III. p. 126. - Et ie XP 
ctm भरतनयनिपुणमानसानां परमार्थविदां तत्रभवतां वयं विवदामहे. 
Kuntaka here sneers at Udbhata for. considering Urjasyito:be 


an alankara. CC-0. Prof. Satya Vrat Shastri Collection. 
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.^ Tarunavacaspat; 
to Bharata. More. 
mentions an earlier 


Bhimaha 1. 20-24, Dandin I:31 and II. 366) 
on the Kavyadarga explains them as referring 
over Bhamaha, in his treatment of Alankaras, 
which classifies them into five only. (11. 4.)3 Bharata, who 


regards them to be only four, (N.S. XVI. 41)! should have repre. 
sented a previous stage of evolution, and he must therefore haye 
been known to Bhamaha. Further, Abhinava in the same com. 
mentary refers to and quotes Sri Harsa's Vartikas on the Natya. 
gastra in many places? (Abh. Bh. Ms. Vol. 1. Chap. IV. pp. 132, 
166; Chap. V. pp. 169, 170, 188 and 194; Vol. IV. Chap. XXIX, 
p.34; Chap. XXXI. pp. 129 and 133). Though these small 
extracts are corrupt and not quite intelligible, it is possible to 


view, 


1. Bhamaha I. 20-4. 
पञ्चमिः सन्धिभिर्युक्तं नातिव्याख्येयमराद्वेमत्‌ | 1.20. 
युक्तं लोकस्वभावेन रसैश्च सकलैः पृथक्‌ ॥ 1. 21. 
नाटकं द्विपदीराम्यारासकस्कन्धकादि यत्‌ | 
उक्त तदाभिनेयार्थमुक्तोऽन्यैस्तस्य विस्तरः ॥ 1. 24. 
2. Dandin—k. D. I. 31. 
मिश्राणि नाटकादीनि तेषामन्यत्र विस्तरः | 
K. D. II. 366. 
यच्च सन्ध्यङ्गवृत्त्यङ्ग ळक्षणाागमान्तरे | 
व्यावर्णितमिदञ्चेष्टमळंकारतयैव नः || 
अन्यत्र, आगमान्तरे--भरते (com.) 
3. Bhamaha. II. 3. 
अनुप्रासः सयमको रूपकं दीपकोपमे | 
इति वाचामळंकाराः पञ्चैवान्यैरुदाहृताः || 
4. N.S. XVI. 41. 
उपमा दीपकं चैव रूपके यमकं तथा | | 
काव्यस्यैते TAT: चत्वारः परिकीर्तिताः ॥ 
5. Abh. Bh. Vol. I. Chap. IV. p. 132. 
यद्वातिकमेवमवान्तरवाक्यैरुपदेराः etc. 
Do. p. 166. रसमावे दृष्टहस्तशिरश्वाय qug पूर्ण amu] वा . | 
नाट्यतृत्तयोर्भेद: तुल्यानुकारत्वे इति हर्षवार्तिकम्‌। ग 


CC-0. Prof. Satya Vrat Shastri Collection. 


CHAP. 111] Digitized by ARE EAA 1-2 0000 13 
make out that the: Vartikas were in the form 
like the Tantra-Vartika of Rumarila, 

fed with the great Emperor of that na 
in the years 606-647,—and we hav 
jdentification—then it is clear that th 
ning of the 7th Century A.D. Agai 
verse from one Bhatta Matrgupta w 
Raghavabhatta and other later comm 
Vikramorvasiya etc. (Abh. Bh. Vol. 


यथोक्तं भट्टमातृगुप्तेन--पुष्पं च जनयत्येको भूयोज्नुस्परीनान्वित: |) Most pro- 
bably his work is an independent metrical treatise on dramaturgy 
and music based on the Natyagastra and n 
thereon. This writer may have been the same as the poet 
Matrgupta who flourished in the court of $ri Harga of Kanauj. 
(Raja-tarang. III. 129. foll) Then the above position gains 
additional strength. Furthermore it may be suggested that even 
Kalidasa was familiar with this text; for besides mentioning 
Bharata as the mythical teacher of histrionics, he exhibits a 


of verse and prose 
If this Sri Harsa is identi- 


ot a commentary 


— 


Do. Chap. V. p. 169. 
श्रीहर्षस्तु रज्गशब्देन तौर्यत्रिकं ब्रुवन्‌ नाटया्प्रयोगस्य तस्यैव 
gea मन्यमानः पूर्वश्चासौ रङ्ग इति समासममंस्त | यदाह दष्टा 
ISU रङ्गाय पादभङ्गाः स्युः पूर्वं ते एव तु यस्मिन्‌ शुद्धाः स्युः Geiser 
इत्यादि | 
Abh. Bh. Vol. I. p. 170. 
उक्तं च वातिके-- 
Do. p. 188. गुरुः वार्तिकमार्गः 
Do. p. 194. यदाह श्रीहषेः--अत एव हासानामा कस्मिश्चिन्नाटके दिवे 
यातः चित्तज्चरेणोत्काछित एवामिवर्तते शक्यमस्य पुरतोऽवस्थातुमिछ्ादि-- 
Abh. Bh. Vol. VI. Chap. XXIX. p. 34. 
अत एव श्रीहर्षेण अङ्गनासमुचितं वाद्यमिद्याशयेन व्यक्तिव्यञ्जनधातूनां 
दशावेधेनेसत्र लब्धात्मनेत्युक्तम्‌ | 
Do. Chap, XXXI. p. 129. 
इति वार्तिके 
Do. P. 130. 
वार्तिके तु यथाक्षरं द्विसंख्यातं च तत्र त्रिसंख्यातं न माति दक्षिणे तु 


यमपि तदा त्रिसंख्यातं दक्षिणे स्यादितिं. 
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knowledge of his teachings. He knows that the क eight 
in number and that they are manifested by action Sui e stage, 
(V. Act II. 18).! In the various junctures in the construction of 
be change of Vrtti (Kaiśikī etc.). The tunes 
o the Rasas. (Ku. VII. 91)?. Even 
Pravarasena appears to be acquainted with the आ नात their 
manifestation through Abhinaya? (S. B. 1. 9, 49; x ; Xs 
etc.). Still more, none of the verses cited in illustra ion of the 
various metres in the fifteenth chapter of the lero be 
traced to any: of the extant works of poets from Kalidasa down. 


ward. 

Thus we may fairly conclude that the Sastra surely existed 
in its present form before the beginning of the 7th centy and 
probably during the time of Kālidāsa also (400 A.D. Keith Skt 
Lit., p. 32). And Bharata may have written the original portions 
of the Sastra about the time of the birth of Christ. (See Keith, 


Skt. Drama. p. 81). 


the plot there should | 
have to vary according t 


1. Kālidāsa. V. II. 18. ह d "A 
मुनिना भरतेन यः प्रयोगो भवतीष्वष्टरसाश्रयो नियुक्तः । 


.. ललिताभिनयं तमद्य भती मरतां द्रष्टुमनाः स लोकपालः ॥ 
2. Ku. VII. 91. 
तैः सन्धिषु व्य्ञितबृत्तिमेदं रसान्तरेषु प्रतिबद्धरागम्‌ | 
अप्यतामप्सरसां ggi प्रयोगमार्थ ऊळिताङ्गहारम्‌ li 


See Mallinatha on this. 


3. S.B. I. 9. 
d - + आहेणवरा आरद्धा चुक्रक्खारुएडु विहडिअपरिट्टविआ | 
. मेत्रिव्व पमुहरसिआ für होइ दक्करं कव्वकहा ॥ . 
Note Construction. प्रमुखरसिका काव्यकथा----5९2 also Sean 
Do. 1. 49. भूमआ विक्खेव सूइ आमरिसरसम्‌ | 
Do. ४. 16. प्रणअपडिमङ्गविमणोत्थो अत्योअपडिवाडिआमरिस रसो | 
तह सोम्मो वि रहुछुओ जाओ पळअरइमण्डळढुरालोओ |l 
Do. X. 58. 
लद्धगलन्तासाअं आवेअ विहिण्णवम्महुछ्लालिअ सुहम्‌ । . . 
छिण्णघटिजन्तरसं णावजइ दइअः जुवईणम्‌ || 
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The theory of Rasa is an earnest attempt to in 


t character of the emotiona] effect of the Drama’ 
fully explains the rise and nature of the: zesthetic pleine ' that 
a responsive audience experiences while witnessing the skilful 
enactment of a play. It was definitely E 


dicate the 


` aspects for the first time by Bharata in I xal 


a It was 
priefly stated by him in that well-know 


RE n aphorism विभावानुभाव- 
व्यभिचारिसंयोगात्‌ रसनिष्पत्ति:--(. S. P. 62). Vibhàvas are certain 
causes or mainsprings of emotions like love, pathos etc They 


are the heroes and the excitants of lov 
season, pleasure garden, fragrance, moonlight etc. Anubhavas 

are the visible effects or the consequents of the searchings of the 

hearts of the heroes. They are quickly moving eyebrows, side- 

long glances etc. Vyabhicaribhavas are transitory or evanescent 

emotions that tend only to develop the main sentiment, such as 
anxiety, anger etc.,—the path of love is never smooth. Through 

a harmonious blending and representation of appropriate Vibha- 

vas, Anubhavas and Vyabhicdribhavas, there arises in the 

audience a certain climax of emotion, invariably accompanied by 
a thrill and sense of jov: and this is Rasa or aesthetic pleasure. 

To take a concrete instance :—Skilled actors represent Dusyanta 
and Sakuntala. These first meet in the pleasant, beautiful groves 
of the hermitage (Vibhava). Each, struck with the rapturous 
beauty of the other, casts eager, longing looks. At forced parting 
Sakuntata finds an excuse to steal a glance at her lover (Anubha- 
va. in their extreme diffidence and anxiety they pine away. 
one for the other (Vyabhicaribhàva). Happily Sakuntalà's mate 
helps her in declaring her love through a letter. Dusyanta has- 
tens to present himself and there is union of the lovers. When 
all these are represented aided by poetry, music and other: 
histrionic devices, —which Bharata calls Natyadharmi—the deep- 
Seated instinctive impression of love (Sthayibhava) is kindled in 
the mind of the audience and developed to that climax, when 
through complete imaginative sympathy with the situation, the 
audience forgets all differences of person, time and place, and 
this climax of emotion reveals itself in a sort of blissful cons- 
ciousness. This bliss is Rasa. 


After stating this theory, Bharata classifies the Rasas into 
eight in accordance with the eight dominant emotional ‘moods, 
Which, when developed, transform themselves into the Rasa. 

CC-0. Prof, Satya Vrat Shastri Collection. 
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They ar १0818 or love, (2) Hisya or humour, (3) ant 
Jg ia nee or wrath, (5) Vara ea M (6 
Bhayinaka or terror, (7) Bibhatsa or disgus ' = à or 
: the marvellous. He further enumerates thirty-three 
Si e and eight Sattvikabhavas, which are only exter. 
in i dicitis of emotion. He also suggests the appropriate 
vibhavas Anubhavas and Vyabhicaribhavas ae oo E to 
the development of the particular Rasas (sce N. S. Chapters V] 


& VII). 
In addition to its enunciation, the author elaborates on the 
actors that promote the realisation of Rasa, 


ious contributory fi f B 
गाळी are brought under Abhinaya or action which is 


fourfold (N. S. Chap. VIII.9)!: (1) Angika, (2) Mae (3) 
Ahārya (4) Sattvika. These are respectively action through the 
limbs of the body, speech, dress and certain outward expressions 
of emotion. Numerous divisions are given under each head and 
the relevancy of each kind of action in the promotion ot the 
different Rasas is indicated then and there. In the endeavour to 
treat all arts as subordinate and ancillary to histrionics, Bharata 
brings poetry and literary criticism under Vacikabhinaya. He 
deals fully with the ideas of poetic style and diction prevalent 
during his time. In Chapter XV he defines and illustrates th 
different metres that lend sweetness to dramatic style. In the 
next he deals with the Alankaras or poetic embellishments, which 
according to him are only four, the same ten traditional Gunas 
or qualities of style and ten Dosas or faults ol style, which have 
to be avoided. Dramatic technique is treated fully in Chapters 
XVIII and XIX and the four Vrttis, Kaisiki etc., in the twentieth, 
Music and its use in kindling up the particular emotions are 
dealt with at great length in the last chapters of the work. 


Though Bharata does not recognise the individuality of the 
science of literary criticism, he gives it indeed a prominent place 
in his scheme of histrionics. The conceptions of Guna, Alañ- 
kara, Vrtti etc. bear ample testimony to the high literary sense 
and the spirit of critical inquiry into the distinguishing charac- 
teristics of poetic style in the learned men of his age. The 


—— ——— 


1 N.S. VIII. 9. 
आङ्गिको बाचिकश्वैव ह्याहाय: सात्विकस्तथा | 
्ेयसत्वाभिनयो विप्राश्वतुधी परिकल्पितः ॥ 
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1 
evolution of the theory of Rasa, 


the process of the realisation 0 


based on it, fully testifies to the 
itself appears 1n the Natyasistra to have long outgrown its nas- 
cent stage and bids fair to assert its independence. Being the 
earliest systematic exponent of the Science, in addition to being 


at the head of the Rasa school, Bharata may justly claim the 
title of the Father of Sanskrit literary criticism, 


genius of Bharata; and poetics 


In this connection there is one other question, that of the 
Hellenic influence on Sanskrit poetics. That Europe drew her 
cultural inspiration from ancient Greece has been her glory; but 
the Indian genius knew to strike an independent path in the 
many branches of her abundant culture. The theory of the 
Greek origin of the Sanskrit Drama is now set at rest. The 
Hellenic influence on Sanskrit poetics has rarely been put forward 
seriously, though there may be a natural prejudice in its favour 
on account of the antiquity of Greek poetics. There is no doubt 
similarity between the Nàtya$astra and the Poetics of Aristotle 
in respect of tke importance of the ‘ fable’, the unities of action 
and time, the classification of characters and the function 
of the Drama, viz., to afford immediate pleasure to the audience, 
But there is very little in the ‘ Poetics’ that would correspond 
to Bharata’s analysis of the realisation of ‘aesthetic pleasure’ and 
his enunciation of the Vibhavas, Anubhàvas and Vyabhicari- 
bhavas. The term ‘sentiment? in Aristotle means only a mode 
of forcible expression of ideas (see Poetics Chap. VI) Except 
this aforesaid similarity which might probably have been the 
result of independent speculations there is no unmistakable indi- 
cation of borrowing from the Greeks, and most probably Sanskrit 
poetics had an indigenous origin. 
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CHAPTER IV. 


FROM BHAMAHA TO ANANDAVARDHANA, 


Section I. —General Tendencies. 


During the period that intervened between Bharata and 
Anandavardhana (9th century), the individuality of the Science 
of literary criticism became fully recognised, and speculations on 
the distinctive characteristics of poetic language appear to have 
been abundant. In spite of some commentaries on the Sistra 
and also of separate treatises on histrionics, the theory of Rasa 
gained little favour among the literary critics of this period, for 
the prevailing tendency of the times was to discover the nature 
of poetic form, to formulate the various decorative devices called 
Alankaras or figures of speech and qualities of style known as 
Guna and Riti, and to hail one or the other of these three as the 
very life of poetry. However, these critics were not insensible 
to the sweetness of Rasa, but in their fondness for their own 
favourite theories they relegated the Rasa to some corner and 
gave it indeed a disproportionately small place among the 
numerous Alankaras and Gunas. But the poets of this period 


—— 


——Ó—————H TR 


seem to be fully alive to the importance of the Rasa and this | 


could easily be made out from their occasional reflections on 


poetry. The wild protests of Kalidasa and Bhavabhüti and | 
Subandhu's denunciation of the wickedness of critics in trying | 
to pick holes in good poetry and rarely endeavouring to appre- | 


ciate and enjoy the beauty and sweetness of the Rasas thereof, 
are quite significant of the temper and taste of that age. Even 
the great enthusiast of the Rasa School, Bhavabhüti—not 0 
speak of Bana and Magha—could not be free from the influence 
of this low taste which applauded Sabdacitra or wordplay. For 
did he not in the most moving situations indulge at times in the 
concatenation of jingling words? The great poets devoted 4 
whole canto in their poems to conundrums and acrostics. But 
it must be admitted that, generally, poets of this period realised 
fully that poetry should appeal more to the heart than to the head 
and that they, in practice, paid equal attention to poetic form 
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of the external beauty of poetry, 
composed or quoted by them fu] 


Seclion II.—Bhümaha. 


The earliest writers of this period wh 
preserved to us are Bhàmaha and Dandin, 
pions, respectively, of the Alankara and the 
cal thought. There raged a long contro 
relative chronology of Bhamaha and Dandin. Through the 
researches of K. P. Trivedi, Prof. M. Rangacharya and other 
able scholars it appeared to have been decided that Bhamaha 
preceded Dandin. But recently Prof. Keith holds that Bhamaha 
undoubtedly came after Dandin on these grounds—that 
Bhimaha was later than Uddyotakara and Jinéndrabuddhi and 
that the ‘ Xavyadar$a of Dandin shows a very simple stage of the 
development of the conception of poetry’ (Skt. Lit. p. 113). 
These grounds are all untenable, 


ose works have been 
the two great cham- 
Guna school of criti- 
versy regarding the 


It is said that Bhàmaha in Chapter V has used some philo- 
sophical texts of Dharmakirti (S. K. De. Skt. Poetics Vol, I. 
p. 48). Prof. Keith probably ventures his opinion on this that 
Bhamaha who criticised the definitions of perception and infer- 
ence given by Buddhistic philosophers, could have done so only 
after Uddyotakara had dealt with them. Bhimaha cites the defi- 
nitions thus :— 


प्रत्यक्ष कल्पनापोढं ततो5थोदिति केचन | Bhamaha \/-6, ` 

Renega ज्ञानमनुमान च केचन | . per 

तद्विदो नान्तरीया्थदर्शनं चापरं fg: || Bhamaha ए-11. . 
Dharmakirti in his Nyayabindu (Bibloth. Ind. Edn. pp. 103 and 
10+) defines Pratyaksa and Anumana thus:— m 

“तत्र प्रत्यक्ष कल्पनपोढमभ्रान्तम्‌” 

“व्रिरूपाठ्िज्वायदनुमेये ज्ञानं तदनुमानम!' | 

This similarity in expression has probably led to the 


iti = ; irti, But 
Supposition that Bhamaha took them from Dharmakirti, 
; CC-0. Prof. Satya Vrat Shastri Collection. 
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efinitions are cited from writers much earlier 


the fact is that the d | 
Of the four bits— 


than Dharmakirti. 
` Qi) प्रत्यक्ष कल्पनापोढम., (2) ततोऽ्ीत्‌ , (3) तद्विदो नान्तर 
यार्थददीनम्‌ [अनुमानम्‌ ], and (4) त्रिरूपाछ्िज्ञतो ज्ञानमनुमानम्‌-- 


| 
the first three are cited in the Nyayavartika ue at 
length 1(see N. V. pp. 42, 43-44 and 56-57). : व्य E 
his Tatparyatika identifies thé author of the u and ti 

pieces to be Dinnaga and the second, Vasubandhu *(see Tat, T. | 

Vizianagaram Edn. pp. 99, 102 and 127). In answer tothe | 

criticisms of the Vartikakara on Dinnaga’s definition of perception | 

Dharmakirti appears to have added the qualification ‘Abhrantam’ | 
toit. Had Bhamaha known Dharmakirti, he should have taken 
for criticism this improved definition and. not the old one of 
Dinnaga which had already been torn to pieces by Uddyolakara, 
Regarding the definition of ‘anumana’ it is but reasonable to 

| 

| 

| 

5 


1. N.V.p. 42 (Vizianagaram Edition). 
अपरे पुनर्वर्णयन्ति---ततो<थीहिज्ञानं ग्रत्यक्षमिति तन्न | 
2. Tat. T. p. 99. 
तदेवं प्रत्यक्षलक्षणं समर्थ्ये वासुबन्धव तावत्‌ प्रव्यक्षलक्षणं विकल्पयितु- | 
मुपन्यस्याते--अपेरे पुनरिति | लक्षणं ब्याचष्टे---ततो5थीदिति | । 
1. N. V. pp. 43-44. | 
अपरे तु मन्यन्ते प्रत्यक्षं कल्पनोपोढमिति | अथ केयं कल्पना ? 
2. Tat. T. p. 102. 
सम्प्रति दिङ्नागस्य लक्षणमुपन्यस्यति--अपरे इति | 
दूषायेतुं कल्पनास्वरूपं एच्छति---अथ केयमिति ॥ 
1. N. V. pp. 56-57. 
अपरे ब्रुवते--नान्तरीयार्थद्शन तद्विदोऽनुमानमिति | 
2. Tat. T. pp. 126-127. 
(८) स्वलक्षणं समाधाय परेषामनुमानळक्षणं दूषयितुमुपन्यस्यति--अपर 
त्विति | 
(6) न हि दिङ्नागमते किश्चिदस्ति वस्तु यन्नान्तरीयकं सत्‌ हेतुर्भवति | 
(८) तदनेनः दिङ्नागस्य लक्षण दूषयित्वा अन्येषां लक्षण दूषितम्‌ | 
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: at when, of the fo TE 

pelieve th n, Ur definitions, th 

drawn from earlier works, the fou शक Cd 
source. The fact that the seco 


du th = 
referred to by the same term in Bhàmaha would 


he same writer; and 


on, which required 
hétu in' the paksa 
it from the contrary 
m the orthodox view 
hing definite to show 


instance, did not materially differ fro 
of the Naiyayikas. Further there is not 
that Bhamaha borrowed his criticisms of the Buddhistic doctrines 
from the Vartikakara. To say that it is possible for Bhamaha to 
offer any such criticism only after the Great Uddyotakara has made 
his attacks is to deny the continuity of the Nyäya system. Itis 
very likely that Bhāmaha lived sometime before Uddyotakara 
(650 A.D.) when there raged a keen controversy between the 
adherents of the Nyàya and the Buddhistic Logic and that 
Bhamaha thought it necessary at that stage to deal with it even 
in a work on Poetics, 


Trivedi has already demonstrated that the Nyasakara refer- 
red to by Bhamaha should be different from Jinéndrabuddhi. 
(700 A.D.) The correct interpretation of the verses in question 
(VI. 36 and 37) is this:—Young aspirants should not use com- 
pounds with words ending id the suffix trc merely on the 
authority of the Nyasakara who against this rule has used 
‘Vrtrahanta.’ Such a word does not occur in the printed Nyasa 
of Jinéndrabuddhi, who moreover does not appear to favour such 
a usage (see Nyasa Rajshahi Edn, 1915 p. 385 on Panini II. 
ii. 15). To say that Bhàmaha refers to Jinéndra relying on the 
identity of the name ‘Nyasa’ which, as Trivedi has shown, has 
been the common name of many other similar works, is only a 
bold but untenable assertion (see I. A., Vol. XLIV. p. 275, Vol. 
XLV. p. 25). 


l. Bhamaha VI. 36-37. ° ` 
शिष्टप्रयागमात्रेण न्यासकारमतेन वा | 
Tal समस्तषष्ठीकं न कदाचिदुदाहरेत्‌ ॥ 
सूत्रज्ञापकमात्रेण TART यथोदितः | 
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shown that Bhamaha represents ay 
earlier stage than Dandin in the evolution of Sanskrit litera 

criticism, True that Bhamaha recognises some P redecessorsinn 
the field like Medhavin. But his work indicates distinctly; that 
the science of literary criticism has not completely establisheq 
its individuality and effected the needed divorce from the Other 
branches of. knowledge like Logic and Grammar. While Bhi. 
maha devotes a whole chapter to each of these, Dandin omits to 
deal with them. Bhamaha refers to an earlier view which 
recognised only five Alankaras—a slight development out Of the 
four mentioned by Bharata (N. S. XVI. 41) and he claims some 
originality for the discovery, enunciation and illustration of the 
various other Alankaras J(See II. 96, III. 57, VI. 64). There are 
not many sub-divisions under each Alankara as in Dandin; 
Svabhavokti has not yet gained a place among the Alankàras, 
Sabdalankaras are very few in Bhamaha, but Dandin deals with 
numerous varieties of them ina full chapter (Chap. IIT). The 
conception of the styles Vaidarbhi and Gaudiya appears to be in 
its nascent stage in Bhamaha who makes scanty reference to 
them and who has little preference between the two, while their 
character and place have become definitely settled in Dandin, 


Scholars have clearly 


The conception of poetry given by Bhamaha, viz., “शब्दाथौ सहित 
काव्यम्‌? (1. 16)—form and content, well matched is poetry—is 
cerlainly simpler than Dandin's इष्टाथवन्यवच्छिन्ना पदावली (1. 10) 
‘Poetry is a collocation of beautiful words harmonised with 
agreeable sense.’ The lucidity and the richness of Dandin's 


verses should not induce one to assign him to an earlier date (sve 
I. A, Vol. LIV. pp. 9), ‘232; Vol. XLII. pp. 204, 258; 


——— —MÓM नी त-ाञा।। 


1. Bhamaha II. 96. 
स्वयंकृतरेव निदरीनैरयं मया प्रकुप्ता खु वागलंकृतिः | 
अतः परं चारुरनेकधापरो गिरामठंकारविधिविधास्यते ॥ 
Do. III. 57. 
गिरामलंकारविधिः सविस्तरः स्वयं विनिश्चित्य घिया मयोदितः | 
अनेन वागर्थैबिदामळंकृता बिभाति नारीव विद्ग्धमण्डला || 
Do. VI. 64. 
अवलोक्य मतानि सत्कवीनामवगम्य स्वाधिया च काब्यलक्ष्म । 
छुजनावगमाय भामहेन प्रथितं whe गोमिसूनुनेदम्‌ ॥ 
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CHAP. IV] PROBE कयाय, 
Trivedi's introduction to h; or 
Kg. P. irive : O his editio - 
8 K. De. Sanskrit poetics), n of the Prataparudra 
Further in the Srigaraprakaga of King Bho; 
: g Bhoja of the pa Lu 
mara J Manuscript of which is depo in tiic Giao 
ment Oriental Library, Madras. is found the following (Srig, P 
Vol. II. Chapter XI. pp. 371-2). rng. P, 


तदुक्तम्‌ 
वक्रत्वमेव कान्यानां परा भूषेति भामहः | 
शेषः पुष्णाति सर्वासु प्रायो वक्रोक्तिषु श्रियम्‌ ॥ 


This verse is cited in a context where 
other quotations from the Kavyadaréa, a 
verse is undoubtedly the first half of Dandin’s verse K. D, II 
362. Though the first half is not found in any of the istis 
texts, according to the high authority of Bhoja it did form part 
of the same verse. Dandin's reference in the printed text to 
‘Slésa’ beautifying Vakrokti, which appears immediately after his 
treatment of Sarhsrsti, surprises the reader. But Bhoja's reading 
of the verse given above furnishes the necessary link. After 
treating of Alankaras, Dandin, summing up all the poetic embel- 
lishments, refers to the well-known view of Bhàmaha that 
Vakratva—or deviation from the ordinary mode of expression— 
is the best ornament of poetry and adds his own improvement 
on that. If the above reading given by the learned Poet-King is 
accepted to be genuine, it forms unmistakable proof of the 
priority of Bhamaha to Dandin. 


Bhamaha is known to Udbhata who wrote the Bhàmaha- 
vivarana (see Pratihàrenduràja? on K.L: S. p. 13) and also to 


———— 


there are numerous 
nd the latter half of this 


1. Dandin II. 361-62. 
आक्षिपन्त्यरविन्दानि मुग्धे तव मुखश्रियम्‌ । ` 
कोरादण्डसमग्राणां किमेषामस्ति दुष्करम्‌ || K. D. II 361, ' 
ससृष्टिमुदाहरति-आक्षिपन्तीति | ` 
छेषः पुष्णाति ag प्रायो वक्रोक्तिषु श्रियम्‌ । ` 
भिन्नं द्विधा स्वभावोक्तिवैक्रोक्तिश्रेति वाङ्मयम्‌ K. D. II. 362. 
2. Pratiharenduraja on K. L. S. p. 13. i 
विशेषोक्तिलक्षणे च भामहविवरणे भट्टोद्ठटेन एकदेशशब्द; एबं 
ASG यथेहास्माभिर्निरूपितः | CER 
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Dandin. He was most probably an elder contempor "o Ud. 
dydtakara and Dharmakirti both of whom lived em 0 A. D, 
He may thus be placed in the period that immediate y precedeq 
650 A. D. i. ८., in the 2nd quarter ol the 7th century. 

The aititude of Bhamaha to the Rasa theory is distinctly 
that of an exponent of a rival school of criticism; and this jg 
clear from the scanty treatment that he accords to it, He who 
holds that Alankaras exhaust the chief characteristics of Poetry 
naturally brings Rasa also under an Alankara called * Rasavad’ 
(III. 6). He further recognises two others—Preyas and Urjasvin 
— which represent the sentiment of spiritual love and conscious: 
ness of superior might (Ill. 57). But he betrays his Knowledge 
of all the Rasas when he says युक्त लोकस्वभावेन TH सकल: पृथक्‌ | 
(Bhamaha I. 21)—meaning that in the Drama all the Rasas 
should be delineated. He is also fully alive to the delectable. 
ness of tender sentiments, and he feels that they are the best 
vehicle to inculcate even moral principles (V. 3).3 


Section III.—Dandin. 


The next important name after Bhamaha is that of Dandin. 
He is the exponent of the Guna school, which holds that the 
beautiful collocation of words and ideas is the chief feature 0 
poetry. The ten Gunas are the life of the best poetic style called 


1. Bhimaha. III. 6. 
रसवदशितस्पष्ट श्वद्भारादिरसं यथा | 
देवी समागमद्दममस्करिण्यतिरोदिता | 

2. Do. IIL.5 & 7. 
प्रेयो गृहागतं कृष्णमवादीद्विदुरो यथा | 
अद्य या मम गोविन्द्‌ जाता त्वयि गृहागते ॥ 
काळेनैषा भवेत्प्रीतिस्तवैवागमनात्पुन: ॥ | 
ऊजेस्वि कर्णेन यथा पार्थाय पुनरागतः | 
द्विः सन्दधाति किं कर्णः शल्यित्यहिरपाकृत: |) 

3. Do. V. 3. 
स्वादुकाव्यरसोन्मिश्रं शाख्नमप्युपयुञ्जते | 
प्रथमालीढमधवः पिबन्ति कटु भेषजम्‌ || 
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the Vaidarbhi (K. D. Chap. I. 40-42)1. 
Bhamaha regarded as the soul of poe 
as mere embellishments of poetic Jan 
T tion of Gu 

pandin s TO na covers not merel idi 
sweetness, the liquid movement and ot Pe the lucidity, 


put also the grandeur, the felicity and r 


" His date is one of the greatest 
Sanskrit Literature. No definite data are yet forthcoming to 
solve the problem. But it is certain 


that he is later than Bana 
and Bhartrhari, and it has been shown that he lived after 


Bhamaha also. He is known to Vamana who appears to have 
taken the cue from him for the formulation of his own concep- 
tion of poetry. He should thus be placed between 650 A. D, 
and 779 A. D.—the date of Jayapida (779-813) in whose court 
Vamana flourished. At present it may be taken tentatively that 
he lived in the last quarter of the 7th century or about 700 A.D. 


Dandin’s attitude towards the theory of Rasa is a continuance 
of the one taken by Bhamaha; and following him, he too brings 


— नत-। 


1. K. D. I. 40-42. 
अस्त्यनेको गिरां मागः सूक्ष्मभेदः परस्परम्‌ | 
तत्र वैदर्भगौडीयौ वर्ण्येते प्रस्फुटान्तरौ ॥ 
शेषः प्रसादः समता माधुर्यं सुकुमारता | 
अर्थव्यक्तिरुदारत्वमोजःकान्तिसमाधयः ll 
इति वैदभैमार्गस्य प्राणा दशगुणाः स्मृताः | | 
2. K. D. II-l. i 
काव्यशोभाकरान्‌ धमोनलंकारानू प्रचक्षते । ` 
3. K. D. I. 7. 
तदल्पमपि नोपेक्ष्यं काव्ये दुष्ट कथञ्चन | 
स्याइपुः सुन्दरमपि श्रित्रेणेकेन दुर्भगम्‌ ॥ 
Do. 1. 62. 
कामं सर्वोऽप्यळंकारो quad निषिञ्जतु | 
तथाप्यग्राम्यतैवैनं भारं वहति भूयसा ॥ 
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three Alankaras Preyas, Rasavad' and Urjas. 
6 to the influence of poets or his OWn 
" of the Rasas he se 

ling for the delectableness e sels 

ITOR s m dem and also devotes greater space In his 
Ss EE (see: IL 275-291)! He defines them in Chap, I, 
2275 and illustrates them by the following Es The 
verse is the same as Bhamaha’s (III. 5), 


i of * Preyas’ Lus: 
pene expounds the most striking characteristic of each of the 


eight Rasas of Bharata and gives excellent verses P ge en 
The very sweetness of these verses exhibits clearly his keen per, 
ception of that element in poetry which appeals most to the 
heart or which moves and entrances the reader, viz, the 
Rasas. In spite of his own theory that the Gunas are the 
life of poetry, being a poet he is probably overpowered by 
feeling for this element in poetry and is forced to recognise it to 
be quite as appealing as the Gunas. For he speaks thus in K.D, 
11. 292.2 “It has been shown that, of composition which is the 
acme of refinement, Madhurya or sweetness is the essence. Here 
itis stated that the life of poetic language is the delineation of 
the Rasas.” He further betrays his acquaintance with the details 
in the theory of the realisation of Rasa. He knows what 
Sthayibhavas are and also their distinction from Rasas (K. D. 
Chap. IV. 48).3 On the whole Dandin is not so antagonistic to 
the Rasa School as Bhamaha. 


the Rasas under the 
vin. But probably owin 


Here mention may be made of some evidence regarding the 
authorship of the anonymous commentary called the Hrdayan- 
gama printed in Prof. Rangacharya's Edition of the ‘Kavyadarsa’ 
(Madras) In the Śrůgāraprakāśa of Bhoja Vol. II. Chap. XI. 


1. K. D.II. 275. 
प्रेयः प्रियतराख्यानं रसवद्रसपेशलम्‌ | 
THA रूढाहंकारं योक्तोत्कर्ष तु तत्‌ त्रयम्‌ ॥ 
2. K. D.II. 292. 
वाक्‍्यस्याम्राम्यतायोनेर्माधुर्य दर्शितो रस; । 
XE लष्टरसायत्ता रसवत्ता स्मृता गिराम्‌ ॥ 
3. K.D.IV. 47-48. 
मार्ग: कलाविरोधस्य मनागुद्रियते यथा | 47. 
वीरश्वज्ञारयोभावी स्थायिनौ .क्रोधविस्मयौ ॥ 48. 
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, 373-6 are cited eight Verses from Dandin to illustrate the 
eight accepted Rasas. Curiously enough, Bhoja’s comments ón 
stk of the “verses K DY CIENTS bus ade 290 and 
2912—agree almost word for word with t he ri 


genos hose of the Hrdávág. 
gama. Is Bhoja himself the aüthor of the commentary or: is hé 


— 


1. Srig. p. Vol. II. p. 375, ENS 
शोकात्करुणानेष्पत्तिः यथा--- 
यस्याः कृसुमशय्यापि कोमलाङ्गया रुजाकरी | 
साधिरेते कथं देवी इताशनवतीं चिताम्‌ | 
अत्र चाठम्बनविभावभूतात्‌ देवीमरणाहुन्ने शोकस्थाविमावे चिता- 
निवेशनहुताशनज्वालादिभिरुद्दापनविभावैः उद्दीप्यमाने UH निर्वेदग्छानि- 
चिन्तास्तम्भादिइु व्यभिचारिषु ` प्रकषीत्करुणरसतामापन्न स्थाविनि करुणरसबतः 
नायकस्य यदेतत्‌ यस्याः कुसुमशय्यापी्ादिवचनं तत्‌ करुणरसादुपजायमांनं 
अबुभावरूपं रसवदुच्यते | 
Hrdayangama :— ; xd 
यस्या इति | आलम्बनविभावभूतात्‌ देवीमरणात उत्पन्न: शोकः स्थायी 
भावः, ` चितानिवेशनहुतारानज्वाळांदिमिः उद्दीप्यमानः, वागारम्भानुभावातुमेचैः 
निबैददैन्यादिमिः व्यमिचारीमिः संसृज्यमानः करुणः इति 'ज्ञायते | XM 
करुणरसेन अन्वितं रसवत्‌ एतत्‌ | i DHIR 
2. Srüg. p. Vol. II. p. 374. 
भयाद्वयानकनिष्पत्तिर्यथा--- : 
इदे मघोनः कुलिशं धारासन्निहितानलम्‌ | 
स्मरणं यस्य दैतयस्त्रीगर्मपाताय कल्पते ॥ ` 
अत्र महेन््रकुिशाद्वारासन्निहितानलादालंम्बनविमावात्‌ स्मर्माणादपिः 
णासुसन्ने भयस्थायिभावे तद्विमिनदानवमरणस्मयमाणादिमिः उद्दौपन- 
विभांवैरुद्दीप्यमाने समुत्पन्नेषु ` खेदस्तम्भवेवर्ण्यवेपथुप्रश्षतिषु व्यभिचारिमावेषु 
स्थायिन: भयानकरसतामापन्नस्य गर्भपातादिमिः अनुभावैः विभाब्यमानस्य खरूप- 
Tati मधोनः कुलिशम्‌ -इत्यादिवचनम्‌ | तदपि तन्मूछलात्‌ रसवदुच्यते | 
Hrdayaigama :— $1 PP ४68 HF “seas : 
इंदमिति | अत्र महेन्द्रकुलिशधारासानिद्वितानलातू आलम्बनविभावात्‌ 
सरयमाणादपि retna ott, स्थायी, हः ETA 
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ied from Bhoja or is it vice versa? 
The profuse quotations in Bhoja's works from the Favyidai 
and the lack of definite references to later VE rs in the 
Hrdayangama would lend support to the pen on that the 
anonymous commentary was written by King 21019. 


some one else that has cop 


Section IV.— Vamana. 


Vamana appeared some decades after D the Staunch 
advocate of the Riti School of critical thought. To him poetry 
is the representation of the ' beautiful : and the perception Of the 
beautiful gives pleasure to the critic. This beauty in poetry jg 
attained through the absence of faults and the presence of Gunas 
and Alankaras (Vamana Chap. 1, i,Sütras 1-5).1 He considers 
‘that Riti or style is the soul of poetry (I. ii. 6).2 Riti is beautify) 
‘diction endowed with the Gunas (1. ii. 7, 8).3 It is of three kinds 
Vaidarbhi, Gaudiya and Pàücali (I. ii. 9).4 Of these, the Vaidar. 
bhi style possessing all the Gunas constitutes the best poetry 
(I. ii. 11).5 This conception of the three poetic styles is only a 
development from the two recognised by Bhàmaha and given 


— 


'उद्दीपनविमांवैः उद्दीप्यमानः गर्भपातादिमिः अनुभावैः तदनुमितस्तम्भंवेवण्यवेगु- 
प्रभृतिभिः व्यमिचारिमिः संसृज्यमानः भयानकरसरूपेण निष्पाद्यते | तत्संबन्धात्‌ 
रसवदेततू | 


1, Vamana I. i. 1-5. 
काव्यं ग्राह्ममलंकारात्‌ 1. 


सौन्दर्यमलंकारः-_ 2. 

स दोषगुणालंकारहानादानाभ्याम्‌ . 3. 

शास्त्रतस्ते-4. 

८ sed agend प्रीतिकीतिहिवुत्वात्‌ 5. 
(2 Do. 1. 1-6. रीतिरात्मा कान्यस्य, 
, 3. Do Lii7. AREI पदरचना रीतिः | 
¬` 1)0.1. 1-8. RAN गुणात्मा. ` 

_* 2०.1.19. सा त्रेधा वैदी गौडीया पाञ्चाली चेति | 


5. Do. 1, 9-11. समम्रगुणोपेता dew | 
See page 25, In. I. 
CC-0. Prof. Satya Vrat Shastri Collection. 
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p, IV] FROMABEA MAEA TOUR «qi i and eGangotri 
cua. IV] m ANA O'ANRNDAVARDHANA 29 
J] shape and character by Dandin, ya i 
AT entirely from Dandin K, p, Wen Vamana’s Vaidarbhi is 


ae -2. Vamana : 
inis stylistic aspect of poetry much more than D Pn 
also formulated a third variety of sty ndin: and he 


s le called 055051. wh; 4: 
put a blending of the other two styl Paricali, which i 


b E €s. According to Và 
style is the life of poetry, the Gunas endow beauty ja it ae 


Alankaras enhance that beauty (III. i. 1 and 2).1 

Vamana’s date could be determined wi ७8 0; 
than that of Dandin or Bhámaha, He Mee UN 
vadha canto III. 82 under the Sūtra IV. iij. 10 and Bhavibhütfs 
Mahaviracarita Act I. 54 under 1. ii, 12,5 Anandavardhana is 
presumed by Abhinava on page 37 to have kept in view Vamana 
in giving his illustration in the Dhvanyaloka p. 37.4 He further 
refers to the three styles of Vamana in the Dhvanyaloka p. 231. 
Magha lived about 700 A.D. and Bhavabhüti about 730 A.D. in 
the reign of Yasovarman of Kanauj. Anandavardhana flourished 
about 850 A.D., and Vamana should have lived between 730 and 
850 A.D. He is probably identical with the minister of Jayapida 
(779-813) mentioned in the Rajatarangini IV. 497, and in that 
case he may be placed in the last quarter of the eighth century. 

Vàmana takes a similar attitude towards the Rasas as Dandin. 
They both give a small place to them in their works, but there 
is essential difference. Following Bhamaha, Dandin brings the 
Rasas under the Alaükaras; Vàmana treats them as the essential 
feature of the Guna * Kant '. It is the Rasas that give brilliance 


(Kanti) to poetic 9४1९--दीप्तरसत्वं कान्तिः--1]1. ii, 14.5 He illus- 


1, vimana IIL;; काब्यशाभायाः कर्तारो धमो गुणा: 
1०.71. 1-2. तदतिरायहेतवस्वलंकाराः | 

Magha; Sigu, 111.8. उभौ यदि At पृथक्‌ पतेताम्‌ etc. 
3. Maha. 1. 54. दोर्दण्डाञ्चितचन्द्ररेखरधनुर्दण्डा- etc. 


4. Locana. | 

वामनस्यामिप्रायेणायमाक्षेपः, भामहाभिग्रायेण तु समासोक्तिरिथिमुमारायं 
हृदये गृहीत्वा समासोक्त्याक्षेपयोरिदमेकमेवोदाहरणं. व्यतरत्‌ ग्रन्थकृत्‌ | 

3. Vamana. III. ii-14. दीप्तरसत्वं कान्तिः . 

Vrttion this, दीप्ता रसाः श्रङ्गारादयः यस्य सः दीप्तरसः | तस्व 
भावः दीप्तरसत्वं कान्तिः | यथा---प्रेयान्‌ सो5यमपाकृत; ete. Amarusataka. 


एवं रसान्तरेष्वप्युदाहार्यम्‌ | 


CC-0. Prof. Satya Vrat Shastri Collection. 
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1 t of the Ra 

: io the most importan Sas 
ET rse Írom the Amaruśataka and asks 
ihe reader to select the instances of Kanti where other Rasas 
illumine poetry. He considers the Drama to be the best literary 
kind I ji 30.1, and as Rasa could be best developed only 
HR oueh d play it distinctly shows his appreciation of the import. 
ant plade of Rasa in Poetry. 


trates it wit nc 
Srhgara, by an exquisite ve 


Section V.—Udbhata. 


Udbhata appears to have been a dual personality in that he 
was a follower of the two opposing schools represented by 
Bhamaha and Bharata. Besides his Kavyalankarasara—which 
is only a lucid exposition of Bhamaha’s Alankaras with a few 
additions like Svabhavokti—he wrote the Bhamahavivarana and 
the poem Kumarasambhava to illustrate the Alankaras (see 
Pratiharénduraja pp. 13 and 15)? As has been remarked be. 
fore, in connection with the date of Bharata, he should have also 
written a commentary on the NatyaSastra. Abhinava further 
refers to the views of the followers of Udbhata in his comment- 
ary on the Sàstra. Ms. Vol. I. Chap. VI. p. 198.3 Even the 
small extant work of Udbhata bears full evidence to his know- 
ledge of the teachings of Bharata. Though, like Bhamaha, he 
treats the Rasas under Alankaras, he deals with them in greater 


detail and displays an intimate knowledge of the factors in the 
realisation of Rasa. 


1. Vamana I. iii-30-1. 


सन्दर्भेषु दशरूपकं श्रेयः ; तद्धि चित्रं चित्रपटवत्‌ विशेषसाकल्यात्‌ | 
2. Prati. P. 13.—See ante p. 23. 
Prati. p. 15:— 


अनेन ग्रन्थकृता खोपरचितकुमारसम्मवैकदेशो5त्र उदाहरणत्वेनोपन्यस्त: | 
See pp. 10 and 11. 
3. Abh.bh. Vol. I. p. 198. 


न तु भरते तत्संगृहीतस्यापि पुनरत्रोदेशो निर्देश चैतत्‌ क्रमव्यत्यासना- 
दिव्यौद्धटाः | नैतदिति भइलेहट: | : 


Sitze — The Madras Manuscript does not read this word as 
SAC: as given by Dr. De. Skt. Poetics. Vol. I; p. 26. 
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Udbhata mentions like Bhima 
Alankáras, Preyas, Rasavad, and Qj 
Gamahita; But his conception of them differs from hi d 
cessors (sce K. L. S Chap. IV.).1 Preyas, accordin ded E 
is the development of an emotion like love to that Res is 
when it could be called Bhàva and not Rasa. Rasavad edd 
piece of poetry where Rasas are fully developed—throu Y 
Svasabda (express reference), Sthayi, Sañcārī (evanescent n 
ings), Vibhava and Abhinaya. This agrees with the generall 
accepted theory except in this respect that Rasa could be realised 
through express reference; and this view is Severely criticised by 
Anandavardhana and Abhinavagupta (see Dhv. pp. 24-26). He 
accepts the eight Rasas of Bharata and recognises, probably for 
the first time in the history of the theory of Rasa, 


>>:>>>>>< 


ha and Dandin the three 
Jasvin besides a new one 


Santarasa as 


— — À—M . 


1. Udbhata's K. L. S. Chap. IV. 

प्रेयो रसवदूर्जस्वि पर्यायोक्तं समाहितम्‌ | 
प्रेय्वत्‌ तावत्‌ 

रत्यादिकानां भावानामनुमावादिसूचनैः | 

यत्काग्यं बध्यते सद्भिः तत्प्रेयस्वदुदाहृतम्‌ || 
रसवत्‌ 

रसवदर्रितस्पष्टशुङ्गारादिरसोदयम्‌ | 

स्वरान्दस्थायिसञ्चारिविमावामिनयास्पदम्‌ || 

शुङ्गारह्दास्यकरुणरौद्रवीरभयानका; | 

बीभत्साद्वुतशान्ताश्व नव नाट्ये रसाः स्मृताः || 
S | 

अनौचित्यप्रवृत्तानां कामक्रोधादिकारणात्‌ | 

भावानां च रसानां च बन्ध ऊर्जस्थि कथ्यते || 
समाहितम्‌ | 

रसभावतदाभासवृत्ते; प्रशमबन्धनम्‌ | 

अन्यानुभावनि:शून्यरूप यत्तत्समादितम्‌ ॥ 


८८-0. Prof. Satya Vrat Shastri Collection. 
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ne also grants the possibility of its development 
नव नाटये रसाः स्मृताः (Chap. IV.). Urjasvin also 
Dandin, is defined by him as the development 
of the incongruous OT misplaced Rasa and Bhava as, eg. the loye 
of Ravana to Sita. It agrees with the later conception of Ras. 
bhisa, Samahita is the'calming down of a Rasa or Bhàva, real 
or misplaced. Udbhata was probably the earliest to put forwarg 
this conception of Samhita. Though Udbhata to all appear. 
ance followed Bhamaha, it is certainly clear that he was quite as 
much a representative of the Rasa School as that of the Alankara, 


the ninth and 1 


through action. 
unlike Bhamaha or 


Section VL—Rudrata and Rudrabhalla. 


Rudrata and Rudrabhatta are respectively the authors of the 
í Kavyalankara’ and the t Érfigaratilaka'. Owing to similarity 
in name and almost word for word identity between many verses 
of both (८.६५ Rudrata XI. 13, XIV. 1, 12, 34, 38 and XV. 15 & 
16 agree with Rudra III. 47, 11. 1, 29, 60, 69 and III. 18 res- 
pectively), it is suggested that these two writers are one and the 
same. But though there is general agreement between them 
regarding their treatment of Rasa, there is essential difference in 
this respect. Rudra following Bharata accepts his eight Rasas 
and adds one more, viz, Santa (S. T. 1. 5, 9).! But Rudrata 
admits these nine and further mentions Preyàn as a tenth one, 
Moreover Rudrata, contrary to the tradition of Bharata, boldly 
asseris that as Nirveda and other emotions when developed con- 
tribute to pleasure in the same way as Srngara or Karuna, they 


(Nirveda, etc.) too should be treated as Rasas (Chap. XII. 3, 4). 


-———————————————————— 
— $$ —M 


]l. S.T.1.5&9. 
प्रायो नाटचं ग्रतिग्रोक्ता भरताबे रसस्थितिः । 
यथामति मयाप्येषा काव्यं प्रति निगद्यते ॥ 
ाङ्गारहास्यकरुणा रौद्रवीरभयानकाः | 
बीभत्साद्वुतशान्ताश्व नव काव्ये रसाः स्मृताः || 

Rudrata. XII. 3 & 4: 

शुङ्गारवीरकरुणा बीभत्सभयानकाड्भुता हास्यः | 
रोद्रः शान्तः प्रेयानिति मन्तव्या रसाः सर्वे ॥ 
रसनाद्रसत्वमेषां मधुरादीनामिवोक्तमाचायैः | 
नि्वेदादिष्वपि तन्निकाममस्तीति तेऽपि रसाः ॥ 
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CHA 


3 r Vrttis 
a T. L 19). The illustrative accepted by 


inferior poetry." Rudrata profe 
deals with many aspects of criti 
self to the Rasas and even her 
is very likely that Rudrata ind 
of the various subjects and R 


re markedly 


SSes to be more a critic and he 


cism, while Rud 


suitably. It is thus quite prob 
time later than Rudrata. 


Rudrata is quoted anonymously by Pratiharenduraja 
(Rudrata XII. 4, Prati. p. 49)2 ang RajaSekhara, and also by name 
by the latter (Rudrata UL 4:K. M. p. 57.3 Rudrata II. 16 : 
K. M. p. 31). Anandavardhana does not make any reference 
to Rudrata as he does to Udbhata and other earlier Writers; nor 
does Rudrata refer to the theory of Dhvani expounded by 
Ananda. Again Rudrata's treatment of the Rasas at greater 
length than Udbhata or Vàmana favours the assumption that he 
lived sometime after them when the theory of Rasa had become 
more acceptable to the critics of the times. He should thus be 
placed before Rajasekhara (880-920 A.D.) and probably: Ananda- 
vardhana also, but not long before the latter, It is. very likely 
that he was an elder contemporary of Anandavardhana (850 


A. D.) and that he flourished in the second quarter of the ninth 
century. iz 


> >>>->->--२....द.२३३>>- 


— — 


1, Rudrata II. 19. 
मधुरा प्रौढा परुषा ललिता भद्रेति वृत्तय: पञ्च । ` 
S. ॥'. 1, I9 IL i 
कैशिक्यारभटी चैव सात्वती भारती तथा |. 
Adal TAA ज्ञेया रसावस्थानसूचिका; ॥ 


13 


3. Küvyamimüms&, p. 57. $ 
“चक्र दहतार चक्रन्द SAKA” etc. Rudrafa. IIT. 4. 
4. K.M. P. 31. : 


काकुवक्रोक्तिनीम इम्दारकारेऽयमिति re: | 


5 See Rudrata, 11. 16, Satya Vrat Shastri Collection. 


Prati p.49 यदुक्तम्‌ :--“रसनाद्रसत्वमेषाम्‌ etc. 7२०५०४०. II-4. 


E IRSE STONES 


$4 ISPO RNOR AMEORY, OF ROSA [Boor] 
12 close of the period dominated by the 
Guna and Riti—and at the commence. 
by the formulation of the principle of 
Dhvani, the Rasa theory is established on a firm footing. It iş 
significant that at this transitional stage he should endeavour (6 
effect a reconciliation between the two opposing camps and pave 
the way for the determination of the proper ns of the differ. 
ent principles in the evaluation of:poetry. | hough his work is 
styled ' Kavyalankira’ he devotes the last five chapters exclu- 
sively to the treatment of the Rasas. 
the Arthalankaras to four—Vastavam,!. Aupamyam, Slésa ang 
Atigayokti—and does not bring the Rasas under any of them as 
Bhamaha and Dandin do. To him poetry shauld be free from 
faults and possess the Gunas (i.e, Alankaras according to him, 
See Nami. p. 149 on Rudrata XI. 36). Any poem will be barren 
of interest if the various Rasas are not properly developed there. 
in (Rudrata XV. 21).3 He further indicates the proper use of 
the different Ritis in developing the various Rasas (Chap. XV 
20)4 and thus subordinates them to Rasas. 


Rudrata appears at tl 
three schools—Alankara, 
ment of the one in which, 


He reduces the number of 


न न ना ER 


]. Rudrata. VII. 9. 
alarau वास्तवमौपम्यमतिराय; ST: | 
एषामेव विरोधा अन्ये तु भवन्ति निःरोषाः ॥ 
2, Rudrafa. XI. 36, 
ाब्दार्थयोरेति निरूप्य विभक्तरूपान्‌ 
दोषान्युणांश्च निपुणो विसृजन्नसारम्‌ | 
सारं समाहितमनाः परमाददानः 
कुर्वीत कान्यमविनाशि यशोऽधिगन्तुम्‌ ॥ 
3. Rudrata. XV. 21.. i 
एते रसा रसवतो रमयन्ति पुंसः 
सम्यग्विभज्य रचिताश्वतुरेण चारु | 
यस्मादिमाननधिगम्य न सवरम्यं | 
काव्यं विधातुममत्र तदाद्रियेत ॥ 
4. Rudrata. XV. 20. 
वैदपाश्चाल्यौ प्रेयसिकरुणे भयानकाङ्कुतयो; | 
लाटीयागोडीयौ रौद्रे कुयीबरथौचित्यम | 
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(Chap. XII. 3)! Santa has alr 
Rasas by Udbhata, but Preyan ; 


S e Alankarikas, It; 
hand of the A . IS noteworthy that he gay i 
tinction of * Rasa’ to Vyabhicaribhavas like Nirve कोणी र 


tion (XII. 1)? His classification of the V 
into Prathamanuraga, Mina, Pravisa 
agrees with Bhoja's: and it-is quite likely t 
a tradition different from, though allied to, 
ed one represented by Anandavardhana, 


irveda or resigna- 
ipralambha Srigara 
d Karuna (XI. IV.)3 
hat Rudrata followed 
the generally accept- 


Rudrabha tta. 


Bharata and others dealt with the position of Rasas in 
dramatic represenjation: and Rudrabhatta professes:to do a 
similar service to written poetry (S.T. I. 5)4 According to 
him a poem without Rasa is as dreary as the night without the 
moon (S. T. I. 6). He deals with nine Rasas including Santa, 
but special treatment is accorded. to Srügàra alone. He also 
speaks of the different classes of heroes and their helpmates. 
His work gives a clear exposition of the different factors in the 
development of Śrůgāra especially and it contains his own 
excellent illustrations often modelled on the style of the Amaru- 
gataka. i YE rs 


Section VII.—A gnipurdna. 
The Agnipurana treats of a variety of subjects, one of which 
is poetics, Chapters 337-47 are devoted to this. This section 


compiled by some unknown writer contains but a loose and 
disjointed expression, often in their own words, of the different 


1. € 2. For Rudrata XIT. 3 & 4, see page 28. `.. 
3. Rudrata. XIV. 1. . G 
अथं विप्रलम्भनामा शुङ्गरोऽयं चतुर्विधो भवति | 
प्रथमानुरागमानम्रवासकरुणात्मकतवेन | 
^. Fors. T. I. 5, see page 32. | 
3. S. T. I. 6. 
यामिनीवेन्दुना मुक्ता नारीव रमणं विना | 
लक्ष्मीरिव ऋते त्यागानो वाणी भांति नीरसा || 


CC-0. Prof. Satya Vrat Shastri Collection. 


36° PESTO RY OER OE RASS [Boox [ 
views held by early writers like Bharata, Bhamaha, urs and 
others, There is no dominant theory of poetry, pu emphasis i 
laid on all its aspects—Alankara, Riti, Rasa, etc. (Agn. P. Chap, 
CCCXXXVII. 7, 31-32; CCCXLIV. 2. etc.) Nine Rasas includ, 
ing Santa are recognised and among them special treatment js 


accorded to Srngara. 


What may be the date of the composition of this section? 


Prof. Sovani suggests (see Bhandarkar Commemoration Vol. p, 
392) and Dr. De supports the view (Skt. Poetics pp. 102-4; J. R, 
À. S. 1923 p. 537 foll.) that it should have been popes before 
Anandavardhana on this ground that the two verses, “ अपारे काव्य. 
संसार? etc., appearing on p. 222 of the Dhvanyáloka, are identi. 
cal with Agnipurana Chap; CCCXXXIX verses 10 & 11, and that 
Ananda should have culled them from the latter. It will be 
shown below that the reverse is the truth and, that in any case 
this Alankàra section is certainly later than Anandavardhana. 


It istrue that many verses from Bharata, Bhamaha and 
Dandin are cited in the Purana. It should be noted that some 
views held first by Rudrata are also found in the Purana. To 
the three varieties of Riti accepted by Vàmana, it was Rudrata 
that added a fourth, Latiya (Rudrata 1I. 3, 4 & 6).? Those very 


Ls. — M — ———— ——— — —— 


1. Agnipurina Chap. 337-7. 
काव्य स्पुरदळंकारं गुणवद्दोषवर्जितम्‌ | 
Ibid, 337. 31-3. 
सर्ववृत्तिप्रवृत्त॑ च सर्वभावप्रभावितम्‌ | (31). 
` सर्वरीतिरसैः स्पृष्टं पुष्ट गुणविभूषणे; | 
' अत एव महाकाव्य तत्कती च महाकविः || (32) 
वागैदर्ध्यप्रधानेडपि रस एवात्र जीवितम्‌ | (33) 
Hid, 344-2. अथोलंकाररहिता विधवेव सरस्वती | 
2. Rudrata. 
IL 3. नाम्नां वृत्तिद्वीधा भवति समासासमासभेदेन | 
वृत्ते समासवत्यास्तत्न स्यू रीतयस्तित्र: || 


II. 4. पाश्चाली छाठीया गौडीया चेति .नामतोऽमिहिताः । 
1I. 6, वृत्तरसमासाया वैदरभीरीतिरेकैवं ॥ 
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CHAP: IV] आओ. Gore दण, 
four are admitted here ae 
m made a novel classifies a er CCCXL, 1). 
19)2 and they are copied in the other (Agn, 
5 Agn. P. CCCLV. 114 first half— 
is taken from the Tantravirtika p. 31 san 
of it is, a5 has been identified, taken 
Agn. P. CCCXXXIX. 9. B.S is taken 


The two verses अपोरे कान्यसंसारे etc., appear immediately aft 

this and the next verse CCCXXXIX, 12 is extracted Te N s. 
yI. 36. When there are so many anonymous quotations a 
that from writers like Rudrata and Rudrabhatta who lived so 
close to Anandavardhana, there does not appear to be any justifi- 
cation for treating the two verses found between two. other quo- 


SSS 


——M 


]. Agn. p. 340-1. 
वाग्विद्यासम्प्रतिज्ञाने रीतिः सापि चंतुर्विधा | 
पाञ्चाली गौडदेशीया वैदर्भी लाटजा तथा ॥ 
2. Rudrata.II. 19. See p. 33. 
3  Agn. p. 343-2. 
एकवणेगतावृत्तेजीयन्ते पञ्च वृत्तयः | 
मधुरा ललिता प्रौढा भद्रा परुषया सह || 
4. Agn. p. 345-11. 
अभिघेयाविनाभूतप्रतीतिर्लक्षणोच्यते | Tantravartika p. 318. ` 
345-11 & 12. 
अभिधेयेन सम्बन्धात्सामीप्यात्समवायतः etc. 
5. Agn. p. 339-9 to 12. 
लक्ष्मीरिव विना ama वाणी भाति नीरसा ॥ ©) 
See p. 35, S. T. I 4 
अपारे काव्यसंसारे कविरेकः प्रजापतिः | 
यथा वै रोचते fap तथेदं Tadd ॥ (10) 
TSN चेत्कविः काव्ये जातं रसमयं जगत्‌ | 
स चेत्कविर्वीतरागो नीरसं व्यक्तमेव तत्‌ ॥ (11) 
न भावहीनोऽस्ति रसो न भावो रसवार्जितः | 
भावयन्ति रसानेभिर्भाव्यन्ते च रसा इति ॥ N.S. VL 3t. 
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i 1 g मुच्यते 


>) 
: “शी dof ‘SAA ash | 
eis ow “तदिदसुक्तम्‌’ etc. Abhinava comments on this 
v. P : p 
thus -उक्तमिति qaa: | Again the author of the Agnipuràg, 
ears to be acquainted with that karika of the Dhvanyaloka in 
3 1 id x = 
aah ‘Dhvani’ is defined. Let me cite the two texts: 


ere, he means his own Verse—eg. 


(1) geamii यस्माद्वाति सचेतनः | 
स आक्षेपो घ्वनिः स्याच्च ध्वनिना व्यज्यते यतः ॥ 


दब्देनार्थेन यत्राथ: कृत्वा स्वमुपाजनम्‌ | 
887. p. CCCXLV. 14 & 15, 


(2) यत्रार्थः शब्दों वा तमथ्रमुपसर्जनीकृतस्वार्थी | 
sae: काव्यविशेष; स ध्वनिरिति TC: कथितः | 
Dhv. I. 13., p. 38. 
The Agnipurana divides all expression into Sruti and Aksepa 
(CCCXLV. 7) and brings Abhidha and Laksana under the first 
and Dhvani or suggestion under the second. In Agn. P, 


CCCXLV. 15 cited above कृत्वा त्वमुपाजनम्‌ isunmeaning; and my | 
Professor S. Kuppuswami Sastriar suggests—and I agree with 


it—that it is a corruption from ‘कुत्वा स्वमुपसजेनस्‌'. Accepting | 
this emendation we see little difference between the two defini- | 
tions of Dhvani except that of voice. It is passive voice in the 
Agn. p. and active in the Dhvanyäloka, and probably to give a 
new colour it is so changed in the former. Such textual corrup- 
tion is not uncommon in that work. Let me cite another 
instance of it:—Agn. p. CCCXLV. 16 reads thus— 
तमाक्षेपं ब्रुवन्त्यत्र स्तुतं स्तोत्रमिदं पुनः | 
अधिकारादपेतस्य वस्तुनोऽन्यस्य या स्तुतिः || 


It should read thus correctly— 
तमाक्षेपं जुवन्यप्रस्तुतस्तोत्रमिदं पुनः | | 

Further the assertion contained in Agn. p. CCCXLV, 18— 
एषामेकतमस्यैव समाख्या 'निरित्यतः i 
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; A ad MF P3 1 5, : G tri 
rap. 1V] FROM GRAMMAR t वागत NM n 
CHAS ° 
Dhvani isa name of one or ० 
yiz« 


ears to reiterate the View so Vigor and rejected 
5 P pandavardhana in the 1st Chap t that almost 
by a Alankaras taken for illustr. 
the S 


) ation by him are here repre- 
ted in the Purána to include Dhvani further supporls the 
sen 


ther of these 
ously criticised 
ter, and the fac 


Alankaras— 


From this it is clear that the anon 
ina is later than the Dhvanikara, 
p d. roved below! that Ananda and 
un d "n latter flourished about 850 
es represented a school which Opposed the Dhvani theory 
gos र had not gained complete acceptance. We may thus 
wh 


lace him sometime after Ananda, ic, in the second half of the 
plac 
9th century. 


ymous writer of the Agni- 
Anandavardhana—and it 
Dhvanikàra are identical 
A.D. Most probably this 


Some similarity is sought to be established between the 

vy of Rasa as stated in the Agnipurüna and that of King Bhoja 
ee round of the great emphasis they both laid on Srügara 
on ae ae 1923; pp. 540 foll). Such an attempt is to ignore the 
dps edel aspect of Bhoja's extreme position which denies 
ost the dignity of Rasa to anything other than Saken 
us P. Vol 1. pp. 2 & 426)5 If any comparison with the view 


of the Agnipurana is worth instituting it must be to that of the 
Srigdratilaka. 


— o e o a 
ee 


l. See Chap. VI. Section 2. 
2. Srüg. P. Vol. I. pp. 2 & 426. 
शुङ्गारवीरकरुणादूभुतरौद्रदास्य-' 
नामत्सवत्सळमयानकशान्तनाम्नः। 
ARTAJ रसान्‌ सुधियो बयं तु 
शुङ्गारमेव रसनाद्रसमामनामः ॥ 
वीरादूभुतादिषु च येह रसम्रसिद्धिः . 
सिद्धा कुतोऽपि वटबृक्षवदाविभाति | 
लोके गतानुगतिकत्ववशादुपेता- 
मेतां निवर्तयितुमेष परिश्रमो नः ॥ 


NE o LE : Put 
o eofv. see below. Chap. 
For a statement of Bho poumon Shastri Collection. 
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CHAPTER V. 
POET-CRITICS OF THIS PERIOD. 


It was observed before! that the poets ofjthis period, unlike 
the critics, were quite friendly to this school of Rasa first repre. 
sented by Valmiki and Bharata. Some of them. distinctly 
favoured this school and were even extreme enthusiasts of it, 
while the others accepted the principles with certain reservations, 
The outstanding figures under the former are Pravarasena, 
Kalidasa, Bhavabhüti and Murari. 

Pravarasena, who is certainly an early poet, suggests that 
Rasa could be developed through Abhinaya (S.B. 1. 49; V. 24) 
and that the poetic theme should be enlivened through the deli- 
neation of the Rasas (S. B. I. 9).5 

Kalidasa protests against the conservatism of the critics of 
the times, of praising only what is old (M. Act. I. 2.),4 but he is 
quite willing to submit to the considered decision of learned 
men. Affording pleasure to them through representation is the 
function of the dramatist (R. I. 1055 V. Act. I.).6 He extols the 


1. See pp. 18 & 19. 
2. S.B. V. 24. 


तो संधन्तेण सरं रसान्तरो छुग्गमिउडिमङ्गे चिरम्‌ | 
णीससिऊण पुलइओ अणुअम्पादूमिअणणेण समुद्दो || 


3. For S. B. I. 9 and I. 49, sec p. 14. 
4. M. Act I. 2. 


पुराणमित्येव न साधु सर्व न चापि काव्यं नवमित्यवद्यम्‌ | 
सन्तः परीक्ष्यान्यतरङ्गजन्ते मूढः परप्रसयनेयबुद्विः || 
5. R.I 10. | 
d सन्तः श्रोतुमर्हन्ति सदसद्वयक्तिहेतव: । 
हेम्नः संलक्ष्यते Gat विशुद्धिः स्यामिकापि वा || 
6. V. Act I. 
आ परितोषाद्विदुषां न साधु मन्ये प्रयोगविज्ञानम्‌ | 
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CHAP. vj POBRINE SOH THIS PERIOD ang 44 
-ieionic art (M. Act]. 4)1 ae 
pistrionic at ) through whi i 
io be developed (V. Act II, 18)2° ae the eight Rasas have 
performance the audience, through its m yes 
[ | p ina 
loses itself in the situations and characters, Ee 2r E 
Clee / ` 3 T 
स्तन्मयत्व GTP. M. 11. 8; तेषु रसान्तरेषु तन्मयी आसी e 
Speech 2) Among the Rasas Srügàra is his f m. weh 
here Vipralambha or the union of lovers incus e ues 
the most delectable (V. Act II], 21;3 Megha, 11 4) t 3 
is a direct disciple of Valmiki, who probably vales rata = 
all other Rasas: and though deviating from Valmiki he is f Es 
alive to the essentially moving nature of Karuna (R XIV 425 
He is at his best in the delineation of Srigira, but equall E 
home in Karuna and Vira, To him, as to Valmiki, Poetry ‘ithe 
spontaneous rhythmic expression of a climax of emotion (R 
XIV. 70).5 In judging the value of anything he would follow the 
dictates of his own conscience (S. Act]. 19).7 Above all in 


developing the Rasas he would insist on that quality essential 
for every art, vzz., restraint. 


1. M. Act I. 4. 
देवानामिदमामनन्ति मुनयः GRE क्रतुं चाक्षुषं 
रुद्रेणेदमुमाक्ृतव्यतिकरे cm विभक्तं द्विधा | 
्रेगुण्योद्भवमत्र लोकचारितं नानारसं इस्यते 
नाट्य भिन्नरुचेजेनस्य बहुधाप्येकं समाराधनम्‌ || 
2 V. Act IT. 18, See p. 14. 
5. V. Act III. 21. 
` यदेवोपनतं दुःखात्सुखं तद्रसवत्तरम्‌ | 
Aaa तरुच्छाया तप्तस्य हि विशेषतः ॥ 
4. Mega. II. 45. 
स्नेहानाहुः किमपि विरहे हासिनस्ते ह्यभोगा- 
दिष्टे वस्तुन्युपचितरसाः प्रेमराशीभवन्ति | 
3. XIV. 42. — 
तदेष सर्ग: करुणार्द्रंचित्तेः न मे भवाद्विः प्रतिषेधनीय: | 


R. XIV. 70. See p. 8. 

S. I. 19. 1 
सता le सन्देहपदेषु AGT, AAA: HATA: || 
$—6 


NN e 


42 Died by Aya Senat वगम छ@ ब [Boog 
“ti is an enthusiastic follower of Valmiki and the 

आज ae “He too loudly protests Cie S of 
his days who, without enjoying the sweetness 0 s , Search 
only for the faults in his poetry. The Ue नाम केचिदिह 
y t. I, 8)! is not a vain egotistic outburst, but only an 
co = his disgust of the critics of the times and his self. 
expression m and a prophetic andoptimistic belief in the essential 
Sn According to him, a dramatist should aim 
Edi BM of a particular Rasa or a combination of 
e i he should so choose the incidents and characters as 
ae lend to their development (Mal. Act I. 6 ; Mah. Act I 
etc.).2 He shows to be an expert in the combination of allied 
and contrary Rasas. In the Tiger incident in the Malatimà. 
dhava, Vira 15 introduced to aid the development of $rügàra, 
He dexterously makes even Bibhatsa aid the progress of E 
There the change from Srngára to Bibhatsa 1s gradually effected 
without a hitch through the intervention of Adbhuta. The intro- 
duction of the disgusting scene of Màdhava's selling flesh in 
the crematory, in the course of the development of love, should 
not be treated as being rude and out of taste, because the change 
of Rasa is effected naturally; and on the ruins of Bibhatsa emerges 
love rendered purer and more intense through the experience 
of an ordeal. Bhavabhüti also shows how the change from 
Bibhatsa (0 the predominant Rasa, Srngara, is skilfully brought 
about through the intervention of other Rasas—Bhayanaka, 
Karuna, Adbhuta, Raudra and Harsa—all of them developed 
only to a small extent and made ancillary to the main Srngara 


1. Mal. I. 8. 
ये माम केचिदिह नः प्रथयन्त्यवज्ञां 
जानन्ति ते किमपि तान्प्रति नेष यत्न: | 
उत्पत्स्यतेऽस्ति मम कोऽपि समानधमी 
कालो ह्ययं निरवधिविंपुला च ust | 
2 हला 
भूम्ना रसानां गहनाः प्रयोगाः सौहार्दहृद्यानि विचेष्टितानि | 


औद्धलमायोजितकामसूत्रं चित्राः कथा वाचि विदग्धता च || 
Mah. Act. I. 


ansas पत्रेषु-यत्र वीरः स्थितो रसः | 
भेदे: WENT. sw Brei Al, 


| 
| 
a 
i 
i 
1 
| 
' 
| 
| 
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IS Overpowered b y = 
tara, ह) $ y emo 
tion (Uttara, R 13.3 This Probably explains his extreme 


attitude that there Is only one predominant Rasa, Karuna, which 
in many Of its apparent transformations assumes the nature of 
ex 71r y c . . . : 

6rhigára, V i be but yet EIT intrinsically Karuna, just 
like the water, which appears as whirlpool, Waves, etc., does not 
yet cease to be water (Uttara, R. Act TIT. 47).4 He depicts the 
three main Rasas in his three dramas and he is certainly most 
successful in the delineation of Karuna in the Uttararamacarita, 

Murari’s style is heavy and difficult to under 


E s stand, yet he 
professes to be a direct disciple of Valmiki just like Bhavabhüti, 


and he calls himself Balavalmiki (A. R. p. 19).5 He mentions 
the different Rasas and recognises Sānta among them (A. R. 

न a eee 
l. Mal. Act V. 28. 


SHAKERS दुतं करुणया विक्षोभितं विस्मयात्‌ 
क्रोधेन ज्वलितं मुदा विकसितं चेतः कथं वर्तते | 
See ‘Tripuriri’s Comments. 
Dhv. III. 20 & 24. 
विवक्षिते रसे लब्धप्रतिष्ठे तु विरोधिनाम | 
बाध्यानामङ्गभावं वा ग्राप्तानासुक्तिरच्छला ॥ 
अविरोधी विरोधी वा रसेऽङ्गिनि रसान्तरे | 
परिपोषं न नेतव्यस्तथा स्यादविरोधिता || 
3. Uttara. R. III. 13. 
प्रसन्ने सौजन्याइयितकरुणैगोढकरुणं 
द्रवीभूतं प्रेम्णा तव हृदयमस्मिन्क्षण इव ॥ 
4. Uttara. R. III. 47. 
एको रसः करुण एव निमित्तभेदा- 
Ra: पृथक्‌ पृथगिव श्रयते विवर्तान्‌ | 
आवतबुह्रुदतरङ्गमयान्विकारा- 
नम्मो यथा सलिलमेव हि तत्समस्तम्‌ ॥ 


3. A.R. p. 19. 


सुरारिनामधेयस्य acetic ss 
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pp. 95- 61; 163-4, Act IV. 27)? He considers that Vipralambha 


is more delectable than Sambhoga (A. R. P. 273, Act VII. 37) 
He suggests that he is writing in the Vaidarbhi style (A. R. Aq 


VII. 101).4 
Prominent among those that accepted the Rasa theory with 


certain reservations are Bharavi, Bana, Sri Harsa, Magha 


Subandhu and Ratnakara. 

Bharav: valued highly depth of Isense in Poetry and his 
language is often strained and cumbrous; yet he successfully 
delineates Vira Rasa. He regards Vipralambha as quite delecta. 


ble.5 
Bàna decries poets devoid of creative genius (Har. c. I. 6), 
He does not view with approval the exclusive attention paid 
in ia Le ML ONERE — tal 


1, A. R. pp. 95-96. mention is made of the Rasas, 
करुण, आश्चर्य, बीभत्स, हास, त्रास, क्रोध and वीर | 


अहो संकीर्यमाणानेकरसानुभावगम्भीरमधुरोऽयमस्याभोगः | तथा हि--- 


2. A.R. pp. 163-4 Act IV. 27. 


जटां धत्ते मूर्धा परशुधनुषी बाहुशिखरं 
प्रकोष्ठो A वल्यमिषुदण्डानपि करः | 
प्ररूढपरीढास्त्रत्रणविकटरौद्राद्वुतमिदं 
प्रशान्तामेणेयीं त्वचमपि च वक्षः कलयति || 
3. A. R. pp. 273. VII. 37. 
संभोगानतिरिच्यमानविभवो यद्विप्रलम्मो रसः | 
4 A. R. VII. 101. 
विभ्रतीं कैरिकीं बृत्ति सौरभोद्गारिणी गिर; । 
दूराध्वानोऽपि कवयो यस्य रीतिमुपासते || 


5. Kiràtàrjuntya of Bharavi. 
Canto XI. 27, 


बिग्रळम्भोऽपि छाभाय सति प्रियसमागमे | 
Do. IX.73. रतिरसाहितभावं etc. 
6. Har.c.I. 6. 
अन्यवणेपरावृत्त्या बन्धचिहनिगूहनै: | 
UIT: सतां मध्ये कविः चौरों विभाव्यते || 
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Utpréksa, mere content 
ples of India (Har. c. I, 7),1 
Ovelty of theme and ideas, 
parent double entendre, 
INg expression 


[0 a single aspect of p SES like $ 
nd WO rdplay by the different peo 
To him poetry should combine n 
&ned representation of life, trang 
realisable Rasa and smooth, glid 
while giving adequate place to literary form, 
nises the value of genius and the Rasas in poet 
to have had in view this conception when 
works. He is accused, especially by Europ 
obscure and laboured style, often indulging i 
and long-drawn out double entendre, 
age is sometimes difficult 


lesa, 


Te- 
easily 
(Har. c. 1, 8).? 
Bana fully recog- 
Ty; and he appears 
he wrote his two 
cans, of writing an 
n far-fetched similes 
It is true that his langu- 


and far from lucid. But to one who 
knows the Indian mythology and tradition, it is easy enough fo 


understand; and in the vividness oí description, wealth of illus- 
tration and the liquid movement 0! expression he is equal to any 
other poet. Further his language rises equal to his theme, Note 
his style when he describes the love of Mahaéveta in the 
Kadambari. The whole section is a masterpiece illustrative of 
the lucidity, sweetness, elegance and rapidity of expression 
blended with the intense development of the tenderest of all the 
Rasas, Vipralambha and Karuna. We seek in vain for the like 
of itin all Sanskrit literature. As Bana’sson puts it (Kad. Part 
Il. verse 7),3 by drinking the sweetness of the honey flowing from 
the Rasas in the Kadambari one is intensely excited with joy and 
does not know oneself. Bina fully recognises the place of Rasas 
in poetry, emphasising at the same time the formal side thereof. 


Sri Harsa of Kanauj, the author of the three dramas, believes 
like Kalidasa that the consensus of opinion among learned men 


1. L7. श्वषेप्रायमुदीच्येषु प्रतीच्येष्वथमालकम | 
उम्रेक्षा दाक्षिणात्येषु गौडेष्वक्षरडम्बर: || 

2. 1.8. tss जातिरग्राम्या SEE: स्फुटो रसः | 
विकटाक्षरबन्धश्च कृत्लमेकत्र दुष्करम्‌ ॥ 

3. Kid. Part. II. Verse 7. (Introductory). 
कादम्बरीरसभरेण समस्त एव 

मत्तो न किंचिदपि चेतयते जनोऽयम्‌ । 

भीतोऽस्मि यन्न रसंवर्णविवजितेन 


- बुचसाप्यनुसद्धान I . 
तच्छतप्राक्मव atyaVra य 


46 — PHORORW व्यापात OB RASA — [Boor; 
is the test of the worth ofa literary work (Rat. Act. I. 5, also 
Priya.d. and Nàgànanda).! Though the Rasas are not very wel] 
developed in a work, yet the greatness of the characters portray. 
ed in it delights the readers—a view opposed to that of Bhavabhiii 
(Priya.d. p. 46).? He would at the same time insist that the 
poet should pay due attention to the proper development of the 
Rasas (Priya.d. p. 65).° As observed before he was the author 
of the Vartikas on Bharata's Natyagastra. He was greatly influ. 
enced by Buddhistic monks, and that probably p. Why he 
developed the Rasa, Dyavira or Santa in his Nagananda. It js 
likely that, in his times, Santa was refused a place among the 
Rasas by conservative and orthodox critics, and in order to vin. 
dicate its claim to be regarded as one that could be developed 
and represented on the stage, he wrote his play Nagananda, 
Magha emphasised both poetic expression and content 
(8187. Canto II. 86)4 ; there should be depth of sense or ideas 
and more than one Guna, Ojas or Prasada in a poem where Rasas 
are delineated (Si$u. II. 74, 83)5 The transitory emotions 
develop the dominant emotion or Sthayibhava which is 
transformed into Rasa (Si$u. II. 87)9 Through a proper 


— ————————— —————— —— — ———— 


1, Sri Harga. Priya. Rat. and Nügünanda. 
seat निपुणः कविः परिषदप्येषा गुणग्राहिणी | 
2. Priya.d.p. 46. Sri Vani Vilas Edn. 
वासवदत्ता--भगवति | अहो ते कवित्वम्‌। येनेतदूढवृत्तान्तं नाटकोप- 
निबद्धं सानुभवमप्यस्मार्क आर्यपुत्रचरितमदष्टपूर्वमिव दृश्यमानमधिकतरं Ades 
वर्धयति | 
साङ्क्यायनी--आयुष्मति ! आश्रयगुण एवायमीदृदाः यदसारमपि 
कान्यमवऱ्यमेव श्ण्वतां श्रवणसुखमुत्पादयति | 
3. Priya.d. p. 6. 
तन्न युक्तम्‌ अस्थाने रसभङ्गं कृत्वा गन्तुम्‌ | 
Migha—Sifupalavadha. 
4. II 86. शब्दार्थौ सत्कविरिव द्वयं विद्वानपेक्षते || 
5. IL 83, नैकमोजः प्रसादो वा रसमावविदः कवे: | 
6. IL 87. स्थायिनो प्रवतन्ते भावाः सञ्चारिणो यथा | 
रसस्यैकस्य भूयांसः तथा Aleta: ॥ 
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the audience 
XIV. 50). Dramas 
ence expounded by 
1)? He mentions 


development ol Bhavas by various characters, 
realises the Rasas and is delighted (Sisu. 

written by poets well-versed in the sci 
Bharata shine above all others (Šiśu. Xx. 
also the different Rasas, Srůgāra, Karuna, Raudra, etc, ($igu 
XIV. 82; XIX. 37) He indirectly Suggests in XIII. 693 that 
the enjoyment of Rasas that is had from his work is unearthly 
and could not be had anywhere else in this world, -He also 
puts down as the necessary requisite of a poets creative genius, 
It is very clear from the above that he fully realised the value and 
place of Rasas in poetry; yet he fell a victim to the bad influences 
of his age in believing, like Bhavabhüti and Bharavi, that a work 
which claims to be a Mahakavya or a great poem should contain 
also Sabdacitra or word play like Gomütrikà; and he devoted a 
whole canto to it. 


Subandhu lived about the beginning of the eighth century, 
He makes some significant remarks in the introductory verses to 
the Vasavadatta. Poets, through their imagination, take a com- 
prehensive and correct view of things and actions, men and 
manners, etc., in the world (V. D. Verse 1.5 They shine bril- 
liantly through the appreciation of critics, and they themselves 
are not often the true appraisers of their own works (V. D. 


E sec कम कम नम 


1. XIV. 50. स्वादयन्रसमनेकसंस्कृतप्राकृतैरकृतपात्रसंकरे: | 
मावशुद्धिसहितै्मुदं जनो नाटकेरिव बमार भोजने: ॥ 
LXX dk दधतस्तनिमानामनुपूव्यी बभुरक्षिश्रवसो मुखे विशाला: | 
भरतक्ञकविप्रणीतकाव्यम्रथिताझा इव नाटकप्रपञ्चाः || 
3. XIII. 69. मर्सेलोकदुरवापमवाप्तरसोदयं 
नूतनत्वमतिरिक्ततयानुपदं दधत्‌ । 
श्रीपतिः पतिरसाववनेश्च परस्परं 
संकथामृतमनेकमसिस्वदतामुभौ | 


क. Siéu. IL. 73. 
3. V. D. Subandhu’s Visavadattd verse I. 


करबदरसदृरामखिळं भुवनतलं यतप्रसादत: कवयः | 
; ~ Al 
qafa सूक्ष्ममतयः &rosfaid ER LilColection. 


Digiti STORY W èj (10४ १ 6110 17, 0/ Ya QE RASA [B OOK i 
After Vikramaditya there flourished no great 
Rasas in their poems (V. D. verse 10 2 
Subandhu lays stress on the Gunas and says that there is som 
sweetness in the very glide of words in good poetry (V. D. 
verse 11). He abuses wicked critics and declares that a great 
poet is unaffected by their adverse criticism ; and when insulteq 
or not patronised by kings blind, in their pride of power ang 
wealth, to all good poetry, the poel’s greatness 1s in no way mar. 
red. These men become all the more accursed by their calumny 
of good poets (V. D. verses 6-9). Why should Subandhy 
denounce so vehemently the ways of kings and critics of hi; 
days ? Evidently the kings were no patrons of art and learning, 
and critics had developed a morbid taste of applauding only 
Sabdacitra or wordplay and could not appreciate and enjoy the 
delectable Rasas in poetry (Cf. Bhavabhüti. Mal. Act 1, 8). If 
is a strange irony that Subandhu who denounces the bad taste of 
his days should, unlike Bhavabhüti, fall a complete victim to it, 


ain 
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verses 5 & 12).! 
poet who developed the 


i, MS DS S; 
मवति सुभगत्वमधिक विस्तारितपरयुणस्य सुजनस्य | 
बहति विकासितकुमुदो द्विगुणरुचिं हिमकरोद्योतः ॥ 
V. D. 12. 
गुणानामपि निजरूपप्रतिपत्तिः परत एवं संभवति | 
- स्वमहिमदरनमक्ष्णोमुकुरतळे जायते यस्मात्‌ ॥ 
2. V.D. 10. 
सा रसवत्ता विहता नवका विलसन्ति चरति नो कङ्कः | 
सरसीव कीतिशेषं गतवति भुवि विक्रमादित्ये ॥ 
Do. 11. 
अविदितगुणापि सत्कविभाणितिः कर्णेषु बमतिं मधुधाराम्‌ । 
अनधिगतपरिमलापि हि हरति esi माळतीमाला || 
+. Verse 8. 
हस्त इव भूतिमलिनो यथा यथा लङ्घयति खळ: सुजनम्‌ ॥ 
दर्पणमिव तं कुरुते तथा तथा निर्मलच्छायम्‌ || 


Verse 9. 
विध्वस्तपरगुणानां भवति खलानामतीव मठिनत्बम्‌ | 


>> ST चामंपि मलि 
TAIRA सलिळमुचां मलिनिमाभ्यधिकः | 
5. Mal. Act I. 8, See page 42 
CC-0. Prof. Satya Vi Shastri Collection. 
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. does he not pride 17 saying at the en di 
has executed with meticulous care Slésa in 
visavada lived anon 
Ratnakara lived about 850 eee 
E 572 that, though the Nue He says in H. V, XXI. 
roper delineation of the Rasis, he 
attention to the choice of Vrtti, Gun 
in a drama, all of which contribute 
the Rasas. The essential feature of 


able Rasa (Cf. Bana स्फुटो रसः Harc, I. 8) and elaboration of 
the theme in many cantos (H. V. XLII. verse 87). He seems 
to take special credit to himself for Writing fifty cantos while 
Kalidasa and others wrote only about twenty. Among fice 
of style he counts Bana first and himself next, Probably Bana 
is his ideal. se ; 
There flourished during this period many other poets who 
did not distinctly express their leanings towards any particular 
school. Though A$vaghosa, Kumaradasa and Südraka are good 
poets they appear to be unconcerned about these theories, Bhatti 
is certainly a follower of the school of Bhàmaha. Other poets 
and dramatists like Vakpatiraja, Bhattanarayana and Vigakhadatta 
appear to take an attitude similar to that of Bana and Sri Harsa. 


of his work that he 
every syllable of his 


l. Vasavadatta last verse. 
्त्यक्षरः्चेषमयप्रपञ्चविन्यासवैदरष्यनिधिं प्रबन्धम्‌ | 
सरखतीदत्तवरप्रसादश्चक्रे सुबन्धुः सुजनैकबरन्धुः || 

2. Ratnakara. H. V. XXI. 57. 
इति रसपोषयुक्तिमदनुज्झितवृत्ति गुणब्यपाश्रयं 

प्रथितशुभान्न लक्षणमपूर्वक्ृतिग्रवणात्मतां दधत्‌ | 
alata नाटकं धटितसंधि विधाय रशाङ्कशेखरः 
शिखरिसुतार्धमर्धवपुषि प्रमदान्वितमानसो5भवत्‌ || 

3. H. V. XXIII. 88. 
तत: स्फुटरसैश्वित्रै: सुःछोकविनिबन्थनेः | 
अनेकसंगैः सङ्ग्रामे महाकाव्यायितं भट: ॥ 

+ भ. ए. ग्रन्थकर्तुः प्रशास्ति--- The Chapter after the Fiftieth. 
Versc 6 B. 
तन्मन्दाभिप्रगल्मप्रसरगुरुगिरामग्रणीर्बोण एको 
राजनरन्नाकरश्च ज्वळनवदववौन्जाजयळीति/दिलीव्र ०।००।०१ 
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BOOK 11. 
THE DHVANI PERIOD. ~ 


CHAPTER VI. 
THE FORMULATION OF THE. THEORY OF DHVANI. 
Section I.—General. 


The close of the last period, characterised by the discovery 
and enunciation of the principles that govern the nature of 
poetic form like Alankara, Guna, Riti, Vrtti, etc., and also by the 
inadequate recognition of the place of Rasa in poetry, marks the 
beginning of the most creative age in the history of Sanskrit 
Literary criticism. Here is formulated the principle of Dhvani 
rightly regarded as the ultimate source of poetic appeal; and with 
it the predominant position of Rasa among the elements that 
enter into the make-up of poetry becomes firmly established, 
There is naturally some immediate opposition to this new theory 
of Dhvani from the adherents of older schools, like the Alankara, 
and also from two fresh ones, the Vakrokti and the Anumana. 
Yet these last two are not opposed to the school of Rasa. And 
by the end of this period is put forward a synthetic method of 
criticism called the Aucitya. All-opposition to Dhvani also 
practically dies out soon after the first exponents of its two rival 
schools. The relation of the older methods of Alankara, Guna 
and Riti with the Dhvani and the Rasa method is definitely 
settled, as also their place in poetry. The reign of the Dhvani and 
the Rasa school with the other ones subordinated and made 
accessory to them becomes iul! and complete in the domain of 
Literary criticism. 


Section II.—The Authorship of the Dhvani Kárikàs. 


The earliest and the foremost’ figure of this period is that 
Kashmirian poet and critic Anandavardhana, an advocate of the 
Rasa school and the greatest exponent of the Dhvani school. 
His work is called the Dhvanyaloka. This is printed in the 
Kavyamala and it consists of some basic Karikas and prose com- | 


ments thereon called Vrtti. It is accepted that the author of — 
CC-0. Prof. Satya Vrat Shastri Collection. A 
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pp: b 12, 59, 607023; etc.) Dr. Buhler and the learned editors 
of the work con Jectured that the Kārikās Should have b 
written by one different from: Anandavardhana the adito 
the Vrtti. Professors Jacobi! and Keith? anq Dr. De su orb 
contention and the last of them further suggests that Fe 
gupta gives readings of some Karikas different from those of the 
Vrttikàra—a procedurethat would favour the distinction between 
Karikakara and Anandavardhana (see Dr. De. Kavyalokalocana, 
IV, Calcutta University, p. 3. Text. p. 23 fn. 15 & 16). Itis 
attempted here to prove on the basis o: very reliable evidences 
that the Karikas also were written by none other than Ananda- 
vardhana himself. 


Here two relevant texts from the Abhinavabhàrati—an 
erudite cominentary on the NatyaSastra by Abhinavagupta—may 
be cited. Gareth Pe HE nPE TAPE, 

1. “एतदेवोपजीव्यानन्दवर्धनाचार्येणोक्तम्‌ सुप्तिड्वचनेत्यादि!! - ^ 
Abh. bh. Vol. II. Chap. XIV: p. 367. 
` ę ; AA ; A 
2. एतमेवार्थं सम्यगानन्दवर्धनाचार्योऽपि विविच्य निरूपयन्‌ (न्यरूपयत्‌ १) 
समीक्ष्य (वि)निवेशितो रूपकादिरळंकारवर्गः इत्युपक्रमेण 


विवक्षातत्परत्वेन नाज्वित्वेन कदाचन | 
काले च ग्रहणत्यागौ नातिनिर्वहणेंषिता ॥ 


इत्यादिना पग्रन्थसन्दर्भेग सोदाहरणेन | तचचास्मामिः सहदया(व)छोक- 
छोचने तद्विवरणे विस्तरतो व्याख्यातम्‌ | Abh. bh. Vol. ll. p. 305. 


In the first text Ananda is represented to have taken some 
Suggestions from Bharata regarding the suggestiveness of words 
and their components and put them down as सुप्तिड्वचन etc. 
This “सुप्तिड्वचन” begins a Karika of the Dhvanyaloka I1I-16, 
P. 163, and nowhere in the Vrtti of that work does une expres- 
MRE S o —— 

1. Z. D. M. G. Vol. 56 (1902) pp. 405-10. ” 

2,. Keith. Classical Sn kriti Idea (पाक iPss iP Oellection. T 
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sion occur. Now the same Abhinavagupta, | who is relied Upon 
to establish the difference between us and Vritikára, 
unmistakably assigns the authorship of the arika Mo Ananda. 
vardhana. In the second text also Abhinava refers to him as 
discussing fully the place of Alankaras in poetry and expressing 
his well-considered views on the subject in the two texts which 
begin thus :— समीक्ष्य विनिवेशितः रूपकादि etc. Dhv. 11-11. and ॥ववक्षा- 


तत्परत्वेन नाङ्गित्वेन ete, Dhv. 11-19. These excerpts are from the 
Karikas of the Dhvanyaloka, p. 88; and as if to clear any doubt 
regarding their source, Abhinava distinctly expresses that to be 
the Sahrdayaloka—another name of the Dhvanyaloka—and he 
incidentally mentions his own commentary thereon called the 
Locana, where he too has fully expatiated on that subject. 


Further, the following text from the same Abhinavabharti 
of Abhinavagupta unmistakably identifies the authors of the 
Karikas and the Vrtti :— 


यस्तु वेणीसंहारे भानुमत्या सह दुर्योधनस्य दर्शितो ews: स नायकस्य 
तादृशोऽवसरे अव्यनुचित इति चिरन्तनैरेवोक्तम्‌ | 
यथा सहृदयालोककारः-- 
“सन्धिसन्ध्यङ्गघटनं रसबन्धव्यपेक्षया?! | 
एतञ्च विवरण एवास्माभिः वितत्य दितम्‌ || 
Abh. bh. Vol. II, p. 519. 


Here Abhinava states the view that a dramatist should not 
blindly follow the rules of dramaturgy without regard to the 
principal Rasa that is developed in the play, and that the introduc- 
tion of the playful sporting of Duryodhana with his queen 
Bhanumati on the eve of a terrible, disastrous war that threatened 
to destroy the whole world does not at all lend itself to the easy 
development of the main Rasa, Vira, but only retards its progress. 
He cites as his authority Sahrdayalokakara or the author of the 
Sahrdayaloka, which, as stated just now, is another name of the 
Dhvanyaloka, whose author has been accepted by all to be 
Anandavardhana, Now, what is nature of the text, viz, सान्धिसन्ध्यङ्ग 
etc., attributed to Ananda, the author of the Sahrdayaloka ? It 
is a Karika 111-12, appearing on page 144 of the Dhvanyaloka. 

In addition to this strong testimony of Abhinava to Ananda- 


१68 . NU I 
vardhana's authorship of the Karikds, there are many other 
CC-0. Prof. Satya Vrat Shastri Collection. 
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evidences in the Dhvanyaloka itself whi 
above view. On pp. 130 and 219. 
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3 ch distinctly favour the 
20 of the Locana Abhi 

makes the following remarks; “aq कारिकां व्याख्याय ie 
ore यैस्त्विति? (Dhv. p. 130) “एवं व्यङ्गयस्वरूपं निरूप्य 

T Y) | 

UTE TTT (Diw. p. 219-20). Here ‘Sarena’ ang “निरूप्य? 
are words ending in the suffix "Ti (lyap. In the Sanskrit lan- 
guage the suffix FA or ल्यपू is used in this manner (see Pānini 
III-iv-21. and VII-i-37).1 When two actions performed by a 
single agent are desired to be conveyed, the suffix कत्वा or ल्यप 
is added to that root which refers to i 


i Bes the prior action as, e.g. 
भुक्त्वा त्रजति ; व्यादाय * Similarly in the above extracts the 


agent of व्याख्याय or निरूप्य should be the same as the agent of 
आह. Now the agent of व्याख्याय or निरूप्य expounds; i.e., he is the 
Vrtükara that explains everything. The agent of आह says or 
states. What does he state? यस्तु etc., and प्रधान etc., which are 
two Karikas Dhv. III-2 and II 1-42, i.c, he is the Karikakara. 


Panini's rule quoted above requires these agents, Vrttikara and 
Karikakara to be identical. 


oe 


Further Abhinava comments on आनन्दो मनासि लभतां प्रतिष्ठाम्‌ 
(Dhv. p. 11) thus :— 


आनन्द इति ग्रन्थकृतो नाम; तेन स॒ एवानन्दवर्धनाचार्यः एतच्छास्त्रद्वारेण 
सहृदयहृदयेषु प्रतिष्ठां देवायतनवद्नश्वरीं स्थितिं लभतां सिद्धिं गच्छत्विति भावः । 
Abhinava here interprets Anandavardhana as having incidentally 
inscribed his own name so that he might be enshrined for ever in 
the hearts of all intelligent critics for expounding this science to 
them. Such an act on the part of Anandavardhana will be a 
vain arrogation if he has not been, according to Abhinava, the 
first exponent of the theory of Dhvani. Again Ananda expressly 
claims to have been the originator of this theory and that thereby 
he has laid all learned men under a deep -debt of gratitude to 
him. (Dhy. p. 144 note especially अस्मडुपशो न बिस्मार्यः|) Moreover 


1. Panini: IILIV.2], सामानकर्तुकयोः पूर्वकाले | 
VILI37. समासे5नव्यूर्वे क्यो ल्यप्‌ | 
2. Dhv.P. 144. 


इतिकाव्यार्थविवेको योऽयं चेतश्वमत्कृतिविधायी | 
सूरिमिरनुस्‌तसारेर्सदुपज्ञो; तू. isl. GB de 
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in the opening Karika a promise 15 held out that the writer would 
expound the nature of Dhvani for the enlightenment ang 
pleasure of critics, and this promise is not stated to have been 
fulfilled in the last Kariki as might naturally bq expected, 
but it is done so only in the last verses of the Vrtti.l 
Ananda, who inscribes his name in the last verse, further takes 
credit for having carried out this resolve made in the first 
Karika, viz., the exposition of Dhvani—the most real and striking 
characteristic of poetry. He also states that there vas but a 
sparkling of the theory of Dhvani in the minds of wise men 
before him. Had the author of the Karikas been different from 
Ananda, the above remarks, in the face of the numerous Karikis, 
should certainly be a gross perversion of truth and an un- 
warranted arrogation of originality which the meanest of men will 
not be capable of. Far be it from Anandavardhana, the great 
poet-critic who is so very scrupulous and generous as to refrain 
from mentioning the faults of poets even where they actually 
exist.? 

While commenting on the Karika TASAA etc. Dhv. 11-5, 
which defines Rasavadalankara differently from that of the earlier 
writers, Ananda explains the portion of the Karika अलंकारो रसादिरिति 
मे मातिः as रसादेरळंकारस्य विषय इति मामकीनः पक्षः. Here Karikakara 
expresses a certain view of his own—viz., where in any com- 
position a Rasa,’ etc., is an adjunct . 0 some principal idea, 


1. Dhv. Karika I-1 ५ 
तेन ब्रूमः सहृदयमनःअप्रीतये तत्स्वरूपम्‌ ॥ 
Dhv. last verses. i 
नित्याङ्किष्टरसाश्रयोचितगुणाळंकारशोभादृतो 
यस्माद्रस्तु समीहितं सुकृतिभिः सर्वं समासादयते | 
काव्याख्येऽखिलसौख्यधान्नि विबुधोद्याने ध्वनिर्दसितः 
सोऽयं कल्पतरूपमानमहिमा भोग्योऽस्तु भव्यात्मनाम्‌ || 
सत्काव्यतत्त्वविषयं स्फुरितप्रसुप्तकल्पं मनःसु परिपक्काधियां यदासीत्‌ | 
तद्वबाकरोत्सहृदयोदयलामहेतोरानन्दवर्धन इति प्रथिताभिधानः ॥ 
2. Dhv. p. 94. 
तत्तु सूक्तिसहस्नद्योतितात्मनां महात्मनां दोषोद्वोषणमात्मन एव दूषणं 
मवतीति न विभज्य दर्रितम | ` असल 


CC-0. Prof. Satya Vrat Shastri Collection. 


CHAP: V1] dig A TIAN Oi शात and eGangotri 


that is an instance of Rasavad 


55 
alahkira—and Ana a als 

says that the very same is peculiar to himself a S 
thusidentifying himself apparently with the author of the Ka ; नः 
If Ananda had used a word like « Api’ meing rae eee 
समा मा aea it may be argued that he only agrees with the 
views of the Karikakara : but there is nothing of it, Again, on 
page 951 where Sabdagaktimiladhvani is defined he explains 
it in the Vrtti almost in the same words as the Karika 11-22 and 
says at the end that it is ‘our conception of that’ ‘ इत्यस्माकं 
विवक्षितः’, thus making no difference whatsoever between himself 
and the Karikakara, Further on page 204 appears the verse 
विमतिविषयो etc., which is printed as a Karikà 11-34, but which is 
really a parikara$loka or a concluding statement in verse 
belonging to the Vrtti ; for there is no commentary on itas might 
naturally be expected if it were a Karika. And Ananda, desiring 
to conclude the long discussion and refutation of the’ possible 
objections to the theory of Dhvani from the different schools of 
philosophy, states that he has clearly expounded the peculiar 
characteristic of poetry called Dhvani which was for a long time 
a subject of severe controversy and one which baffled the under- 
standing of the critics. If the Karikas really existed before 
Ananda, how could he say that the principle of Dhvani was not 


known before ? (सततमाविदितसतत्त्वः) If he has spoken the ‘truth, 


Again, the Karikakara, whoever he may be, appears to be 
familiar with and to criticise the teachings of both Udbhata and 
Vamana. bs 

The text of the Dhvanyaloka page 14 in accordance with the 
commentary of Abhinavagupta —SFAfa कारिकाभार्ग काव्येत्यादिना 
aZ — should read as follows :— 

तत्र वाच्यः प्रसिद्धो यः प्रकारैरपमादिमिः | 
बहुधा व्याकृतः ASA: 


—— ” “* ee 


1. Dhv. p. 95. E. 
आक्षिप्त एवालंकारः रब्दशक्त्या प्रकाशते | | 
यस्मिन्ननुक्तः शब्देन शब्दशक्त्युद्धवो हिसः॥ | 
थस्मादलंकारः न वस्तुमात्रं यस्मिन्काव्ये शब्दशक्या प्रकाशते स एव 


शब्दशक्त्युद्धवो ध्वनिरिव्यस्माकं विवक्षितः | 
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(वृत्ति) काव्यलक्ष्मविधायिमिः मद्टोद्भटप्रभ्रतिभिः | 
ततो नेह प्रतन्यते ॥ 
(वृत्ति) केवलमनूद्यते पुनर्यथोपयोगमिति | 
Here the Karikakara refers to the labours of earlier writers 
on poetics who have formulated the principles of poetic appeal on 
the basis of the express sense, such as Upama, etc., and the Vrtti 
mentions by name such writers—1*4:—as have been kept in 


view by the Karika, and Udbhata is the most important of them, 
Moreover Udbhata is presupposed in another Karika 


आक्षिप्त एवालकारः शब्दशक्त्या प्रकाशते [............... etc., Dhv, 11-22, 
where that variety of Dhvani called Sabda$aktimüladhvani is 
distinguished from Slesalankara. The Vrtti explains that the word 
“Aksipta” is used in the Kariki in order to remove the possi- 
bility that would otherwise arise of including all. cases of 
Sabdasaktimüladhvani under Slesalankara in accordance with the 
views of Udbhata, 


नन्वळंकारान्तरप्रतिभायामपि #ेषव्यपदेशो भवतीति दर्सितं भट्टोद्भटेन ; तत्पुनरपि 


शब्दशक्तिमूलो ध्वानिः निरवकाश इश्याराङ्कथेदसुक्तं “आतक्षिप्त:” इति 
(Dhv. P. 96). 
Further, Karika 111-52 expresses that the essential charac- 
teristic of poetry which has been set forth before lay dormant in 
the minds of former writers who, being unable to determine and 
expound its true nature, formulated such poetic styles as ihe 
Ritis! The Vitti explains? (Dhv. p. 231) the Ritis to be 
Vaidarbhi, Gaudiyà and Pāñcālī, the three that have been formu- 
lated first by Vamana from the two márgas recognised by 
Dandin, K. D. I, 40. The plural रीतय; speaks certainly for 


1. Dhv. P. 231. 
अस्फुटस्फुरितं काव्यतत्तमेत्यथोदितम्‌ | 
अशक्नुवद्धिन्याकर्त रीतयः संम्रवर्तिताः ॥ III-52: 
2. AL. 
ao निर्णीतं काव्यतत्तमस्फुटस्फुरितं सदशकनुवद्विः प्रति- 
T वेदर्भी गौडी पाञ्चाली चेति रीतयः प्रवर्तिता: | रीतिळक्षणविधायिनां हि 
काम्यतच्वमेतदस्फुटतया मनाक्‌ स्फुरितमासीत्‌ इति तदत्र स्फुटतया संप्रदर्शित- 
मिन्येन रीतिलक्षणेन न किञ्चित्‌ | 
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the correctness of the interpretation that V. 
is presupposed by the Karika, 
Vamana and Udbhata were, as already set forth, the minist 

and the Court Pandit respectively under King "d a ida of 
Kashmir, who reigned from 778 to 813. ‘Thus the पाळीचे 
who must have lived after Vàmana and Udbhata, should at the 
earliest have flourished about 820 A.D, This is also the date 
that Prof. Keith and others assign to the author of the Karikas 
whom they distinguish as Dhvanikara from Amandi dino 
(Keith. Skt. Lit. p. 135). Ananda who flourished in the court of 
Avantivarman of Kashmir 855-883 A.D. came not more than 
forty years after the Dhvanikara. 


amana and not Dandin 


Now the question naturally 
arises:—lIf as has been supposed the author of the Karikas were 


really different from Anandavardhana, is it at all possible for 
Anandavardhana, that came a few decades after the author of the 
Karikas on which he commented, to have been absolutely unaware 
of the name and identity of the author of the original of his work ? 
Or is it possible that Anandavardhana, knowing the name of the 
Karikakara, wilfully suppressed itin order that his own name 
might shine forth in the world and dance in the lips of all critics ? 
It is really unbelievable that if there had been a separate Dhvani- 
kira, Ananda should not have been aware of his name. It is 
quite strange that Ananda, the honest and upright philosopher 
that he is, should have suppressed wilfully the name of his master 
in the held, and stranger still that posterity should have meekly 
and complacently connived at this intellectual dishonesty and 
literary fraud. 

Above all the literary tradition is in complete accord with 
the view that Ananda was the author of the Karikas also. 
Kuntaka in his Vakroktijivita (p. 67-70) quotes the verse ताला 
जाअन्ति etc., of Ananda (Dhv. p. 62) and says that Dhvanikara 
has clearly explained the suggestiveness and the suggested sense 
therein. Kuntaka lived only a little more than a century after 
Ananda and he ioo was a Kashmirian. He distinctly identifies 
Dhvanikara, ic, the author of the Karikas with Ananda. 
Mahimabhatta, a younger contemporary of Kuntaka and 
Abhinava, cites Karikas and prose Vrttis under the name 
Dhvanikara (Vyakti. pp. 1, 11 etc.), thus identifying the authors 
of both, Ksemendra, a pupil of Abhinava and a good poel and 


Critic, quotes the Dhvanikarika विरोधी वाविरोधी वा emt etc. 


(Dhy, I11-24, p. 172) in his Aucityavicaracarcd p. 134 in the 
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name of Anandavardhana. Mammata and all the writers on 
poetics that came after him do not at all discriminate between 
him and the Dhvanikara. He is indeed a bold man who, know. 
ing this unbroken and unanimous tradition, would brush it asiqe 
and complacently remark that these writers completely confuse 
between the Dhvanikara and Anandavardhana.! Surely there is 
no confusion in them. It is only imposed from outside to suit an 
untenable position. 

Again, prepossessed with this distinction between Vrttikara 
and Karikakara, Dr. S. K. De has misunderstood a passage of 
Abhinava: and he imagines that Abhinava reads the Karikas 
differently from Ananda—a procedure that would certainly 
favour the above distinction, (Sec S. K. De. Kavyalokalocana, 
IV: Intro. p. 3. Text p. 23 fn. 15 & 16.) 

Let me cite the two texts :— 

अवस्थादिविभिन्नानां वाच्यानां विनिबन्धनंम | 
यत्मरदर्शितम्‌ प्राक्‌। 

भून्नैब दृश्यते लक्ष्ये न तच्छक्यमपोहितुम्‌ || 
तत्तु भाति रसाश्रयात्‌। 
Dhv. Karika IV-8; p. 243-44 
Abhinava comments on this thus:— - 

अवस्थादिविभिन्नानां वाच्यानां विनिबन्धनम्‌ | 

भून्नेव दृस्यते लक्ष्ये तत्तु भाति रसाश्रयात्‌। इति कारिका | अन्यस्तु 
ग्रन्थः मध्योपस्कारः | अत्र पादत्रयमनूद्य चतुर्थपादार्थः अपूवतयामिधीयते 
तत्तित्यादि ॥ | 

Locana IV. p. 23. 

The term “STÆR” means that which supplies an ellipsis. 


Ananda is in the habit of supplying these ellipses to many 
Karikas. Being a poet his words occasionally come out in 
metrical form. One such upaskàra is न तच्छक्यमपोहितुम which, 
being written along with the Karikas in the palm leaf manuscripts 
used by the editors, is evidently mistaken by them ‘for a portion 
of the Karika and treated as such in the printed text. Probably, 


had यत्पदर्शितं TA been in the form of a quarter of a verse they 


f ——M———————————? 


_ 1, S K. De. Skt. Poetics, Vol. I. Chap. IX especially pages 
102—10. CC-0. Prof. Satya Vrat Shastri Collection. । 
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would have included that also in the 
anticipating bp cr clearly indicates here what th 

yarikà is and what the upaskara is, as he does elsewhere But 
the learned editors of the Work might be excused, for the had > 
access at that time to Abhinava's commentary on this b i 
and where they had it they were careful in readin thee 
correctly, eg., See Dhv. p. 113, Locana. & ex 


तासामेवालंकर्तीनामित्ययं पठिष्यमाणकारेकोपस्कार: | 


Here तासामेबालंकृतीनां is in the form of à quarter of a verse, but 
correctly understanding Abhinava they have treated it as Tu of 
the Vrtti. Dr. De, imagining that what is printed in bold type is 
invariably the Karika as known to Anandavardhana, discovers a 
difference between the readings of Ananda and Abhinava. 
Surely Ananda did not prepare the Nirnayasagar edition ! The 
Karika text has to be determined having regard to Abhinava's 
comments and it should be as given in Locana IV. 9. 23 quoted 
above. Dr. De misunderstands the Locana and finds it con- 
venient to use it in favour of his theory. 


Karika, Abhinava fully 


When there are so many evidences which clearly identify 
Ananda with Dhvanikara, the only evidence which apparently 
favours the opposite view, viz. the distinction occasionally made 
by Abhinava between Karikakara and Vrttikara, loses its force 
and it has to be explained differently. Probably Abhinava 
desired, in order to facilitate his comments, to keep the Karikis 
distinct from the Vrtti and he achieved it by referring to their 
author in his {wo capacities as Karikikira and Vrttikara. This 
procedure of first stating the fundamental principles in short 
Karikis and then commenting elaborately on them is quite 
common among writers of that period. Kuntaka, Ksemendra, 
Mammata, Mandana, Udayanacarya and other writers adopt this 
method of exposition. And if they refer in the Vrtti to additional 
facts not touched upon in the Karika, it would be far from truth 
to suggest on {hat basis any difference between the author of the 
Karika and of the Vrtti. Further the habit of splitting their own 
Karikdis and commenting on them in parts has also been in 
Vogue among writers like Mammata and Udayanacarya. It 
would on the other hand argue the identity of authorship as the 
Writers themselves treat the portions of the Karikás as headlines 
of paragraphs or sections in the Vrtti. | 5 

Thus it is shown that this distinction between Ananda- 


Vardhan: anikara rests on slender grounds; and accord- 
hana and Dhy anikarg 1 zn 203 Vrat So Collection. 
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ing to the express statements of Ananda and Abhinava togeth = 
with the practice of the innumerable writers on Sanskrit Literar 
criticism it is undoubtedly proved that the author of the Dhvanj. 
kārikās is none other than the great Kashmirian poet-critic 
Anandavardhanacarya. 

Section [1].—Anandavardhana. 


He became famous during the reign of Avantivarman of 
Kashmir (855-83 A.D.) (Raja-tarang. V. 34). Rajasekhar 
(880-920 A.D.) refers to him by name and also 10 his views about 
the superiority of genius Over iraining in making up a poet (K.M. 
p. 16) and he also cites anonymously one of his verses 
या व्यापारवती etc. (K. M. p. 60; see Dhv. p. 221). Jayanta, the 
author of the Nyàyamaiijari and the father of Abhinanda, the 
author of the Kadambari-Kathasara, refers to the theory of 
Dhvani and also Ananda's illustrative verses and his comments 
thereon; and he dismisses them with a personal animus charac- 
teristic of a contemporary, calling Ananda Panditarimanya or 
self-conceited pedant and a poet not worthy of being treated as a 
serious opponent in discussing the nature of verbal judgment 
where even trained philosophers falter (N. M. p. 48).! He lived 


— 


1. Nyüyamanjari. p. 58. 
एतेन दाब्दसामर्थ्यमहिक्ना सोऽपि वारितः | 
यमन्यः पण्डितंमन्यः प्रपेदे कंचन ध्वनिम्‌ ॥ 
विधेनिषेधावगतिविधिबुद्विनिषेभ्रतः | 
यथा--- 
भम धम्मिअ वीसत्थो मा स्म पान्थ गृह विश || 
मानान्तरपरिच्छेद्यवस्तुरूपोपदेशिनाम्‌ | 
` शब्दानामेव सामर्थ्यं तत्र तत्र तथा तथा |i 
अथ वा नेदृशी चची कविभिः सह शोभते | 
विद्वांसोऽपि विमुह्यन्ति वाक्यारथगहनेऽध्वनि ॥ 
तदल्मनया गोष्ठथा विद्ृजनोचितयाचिरं 
परमगहनस्तर्कज्ञानामभूमिरयं नयः | 
प्रकृतमधुना तस्मादूब्रमो न भात्यनुमानतः 
तनुमपि सतामथीपत्तेविशेष इति स्थितम्‌ di 


See Dhv. pp, 16-ff, 
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he middle of the 9th century! 


about od TOAD and Ananda may safely be 


placed 

He wrote in addition to the Dhyanyiloka DeviSatak 
yi samabanalila, Arjunacarita, Tattvàloka (Locana IV. p. 17) a 
other works. 

The theory of Dhvani expounded hy Ananda appears to have 
nad a long course of development as he himself says, [समाम्रात- 
gd, Dhv. l-l; and तर्थवान्येस्तन्मतानुसारिभिः सूरिभिः ... ... ... .. 
ध्वनिरित्युक्तः--- P. 47. Note the plural SRIS and the past parti- 
ciple उक्तः ] and was the subject of severe controversy and was 
not at all understood to be a source of literary appeal by the 
representatives of the old school of Guna, Alankara, etc, a 


S 15 
evident froin the verse यस्मिन्नस्ति न वस्तु etc, Dhv. p. 


9, quoted 
from Manoratha, a contemporary of Ananda. [अन्थक्ृत्समानकाल- 
भाविनेव मनोरशनाख्ना कविना. 1.0. 9.] However, the latter believes 
that they touched at least the fringe of the principle of 
* Dhvani' when they said that a particular variety of laksana 
contributed to poetic expression, but they were not able to 
discern the distinctness and importance of this and bring 
it under a separate category. Abhinavagupta in his com- 
mentary gives out the authorities who were borne in mind by 
Ananda here to be primarily Udbhata and Vamana, and he also 
cites the relevant texts. As, however, Udbhata's commentary— 
Bhamahavivarana—on the Kavyalankara of Bhamaha is not 
available, we shall bestow some thought on Vamana's conception 
of * Vakrokti', which has been stated to comprehend in a manner 
the principle of Dhvani orsuggession. It is defined in Sutra IV. 


3.8 as साहृद्यालक्षणा वक्रोक्तिः. ie, secondary signification having 


l. Dr. S. C. Vidyübhusan :—History of Indian Logic, p. 147. 
2. Dhv. p. 10. ' PIER p mE 

AL. गुणवृत्त्या काव्येषु व्यवहारं दरशीयता ध्वनिमार्गा मनाक्‌ स्पृष्टोडपि न 
लक्ष्यत इति परिकल्म्यैवसुक्तम्‌ “ भाक्तमाइस्तमन्ये ” इतिं । 

3, Lo, दर्रीयता---भज्ोद्वटवामनादिना .। भामहोक्तं शब्दरछन्दोऽमिधानार्थी 
इत्मिधानस्य mee व्याख्यातुं ARA TAR शाब्दानामभिधानं 
अभिधाव्यापार:, मुख्यो गुणबृत्तिश्वेति । वामनोऽपि सा सादऱ्यालक्षणा 
पक्रोक्ति; इति | द 
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similarity as its basis is Vakrokti. When the primary Sense 
of a word in a sentence is incongruous, we take it in its 
secondary signification on. the basis of certain relations Such ag 
proximity, etc.) Where this relation is similarity there is 
Vakrokti. Take for instance :--“ उन्मिमील कमलं सरसीनां कैरवं q 
निमिमील agai” | Here उन्मिमील and निमिमील primarily signify 
‘ opened and shut the eyelids’, This opening and shutting oj 
the eyelids is incongruous in the lotus and hence through the 
similarity of the lotus to the eye, they are taken in their secondary 
sense of blossoming and closing. This conception of Vakrokti 
agrees mainly with the Guna, Samadhi of Dandin? and Vàmana's 
Samadhi is different. This secondary signification may be con. 
trasted with another that is found 11--जरठकमलकन्दच्छेंदगोरेमंयूखै:--. 
‘With the rays that are as white as the * cheda ' of the mature 
lotus-root’. Here ‘cheda’ means cutting and whiteness cannot 
be predicated of it. So to remove this difficulty it is taken in the 
sense of one having it, viz., an object that is cut or a piece. Now 
it is possible to speak of the whiteness of the piece of the lotus- 
root, This variety of laksana does not involve any similarity and 
hence does not contribute to any poetic charm as the previous 
one. Thus poetic charm consists in the implication of some simi- 
larity in secondary signification. 


Let us consider other instances given by Vamana himself, 
ge च निरन्तरनवमुकुलपुलकिता हरति माधवी हृदयम्‌ | 
मदयति च केसराणां परिमळमधुगन्धि निश्चितम्‌ ॥ 


‘Here the Madhavi creeper being ‘horripulated ' with the numer- 
ous fresh buds captivates the heart. And the ‘ breathings’ of the 
Kesara flowers, smelling like the fragrant honey, please the heart’. 
*Pulaka' or horripulation is incongruous in a plant, and it is 


1. अभिधेयेन सम्बन्धात्सादृरयात्समवायत: | 
$ 
वेपरीत्यात्क्रियायोगात्‌ लक्षणा पञ्चधा मता || 
2. K.D.I. 93 and 74. 
अन्यध्भस्ततोऽन्यत्र लोकसीमानुरोधिना | ` 
सम्यगाधीयते यत्र स समाधि: स्मृतो यथा || 
कुमुदानि निमीळन्ति कमळान्युन्मिषन्ति च | 
इति नेत्रक्रियाध्यासाळब्धा तद्वाचिनी श्रुतिः || 
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found in a young lady that first meets her lover. 
similarity of the creeper to such a lady whose hair st 
at her fresh meeting with her lover, the term « 
jaken in its secondary signification of ‘being f 
covered with’. Similarly in the latter half of t 
«piávasitam ' or breathings is incompatible i 
kesara flowers, and through the similarity of the 
the flower to the fragrant breathings of a young, 
noble birth, it is taken in its secondary signification of the spread- 
ing of the fragrance. "Thus in these two examples laksanà im- 
plies १ certain similarity to the horripulation of a lady and her 
sweet-smelling breathings, and this implication which gives a 
peculiar charm to the verse naturally falls within the sphere of 
Dhvani or suggestion. Here it is that the representatives of the 
older schools of thought like Vàmana might be said to have touched 
at least the fringe of the theory of Dhvani. Speculations regard- 
ing this theory were rife and were continued in a long line of 
critics or learned societies, but it was formulated and written 
down for the first time only by Anandavardhana.! 


Through the 
ands on ends 
pulakita' is here 
ull of’ or ‘ being 
he verse the idea 
n the inanimate 
fragrant smell of 
beautiful lady of 


It is inspired by the Vaiyakarana doctrine of Sphota, which 
was formulated in order to determine accurately the seat of 
signification. It is briefly this :—When one utters the word गो: 
what is it that produces in the hearer the idea of an, animal pos- 
sessing the dewlap, the tail, the hump, the cloven foot, etc.? . Is 


it produced by each of the three sounds T, औ and visarga 
separately or by all of them? If each of the sounds produce the 
idea, then one will be enough and the remaining sounds are 
useless. If all of them together or the ‘Samudaya’ produce it, 
it cannot be, because all sounds according to Nyaya philoso- 
phers last only for two moments, [शब्दश्ञानकमेणां द्विक्षणावस्थायित्वम्‌ | 
and when there is the experience of the visarga, ग disappears 
and so there is no Samudaya. Now what is it that signifies? 
The grammatical philosophers say that it is * Sphota', an eternal 
indivisible entity like the soul which when manifested by the 
sounds गौः gives us the idea of that animal. Now a further 
question is raised ; how is this Sphota manifested? 18 it by the 
individual soundsor 99 211 the sounds combined ? Againthe same 


—— 


—M—— 


l. Lo.p.3. 


अविच्छिन्नेन प्रवाहेण तैरेतदुक्त विनापि विरिष्टपुस्तकविनिबेरनात्‌ | 
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diffculty. lf it is manifested by the individual sounds one win 
be enough, and the others are superfluous ; if by all of them, the 
all or Samudaya does not exist. To solve this na say that 
Sphota is manifested by the experience of the last sound of 4 
word together with the impressions left of the experiences of the 
previous sounds. 


[पूर्वपर्ववणीचुभवाहितसंस्कारसचिंवेन अन्त्यवर्णानुभवेन अभिन्यज्यते स्फोटः] 


Corresponding to this word "il: there exists a gopadasphota, 
and it is revealed once by each of the sounds of the word गो. 
but the sense. conveyed by the word is got at only when this 
gopadasphota is revealed for the third time by the last sound, the 
visarga of the word. They illustrate this in this manner, W hen 
a light is brought to illuminate a pot that is 1n the dark, the pot is 
revealed immediately after the light falls on it, and subsequent 
presence of the light goes to reveal the pot very clearly and then 
its true nature is realised. Or take a man that learns a hymn 
by rote. He goes on repeating the hymn many times until his 
object is attained ; and it is only when he repeats it for the last 
time that he gets it by heart. Every time he repeats it, the whole 
hymn is repeated and the last repetition, aided by every one of 
the previous repetitions, it is, that enables him to realise his 
object, viz., learning the hymn by rote. Similarly! by everyone 
of the sounds is revealed once the Sphota, but the Sphota is so 
fully manifested as to be capable of signification only when it is 
revealed by the last of the sounds of a word. They say that in 
the same way as the individual sounds of a'word are incapable of 
conveying any idea and hence are unreal, similarly separate words 
which convey only stray concepts and not any complete idea are 
unreal [or अमुख्य]. For sentences alone have been recognised by 
all philosophers to convey any complete idea, c.g., 


अर्थैकत्वादेकं वाक्यं साकाङ्क चेद्विभागे स्यात्‌ M. S. 11. 1. 46., 


साकाङ्कावयवं भेदे परानाकाङ्कशब्दकम्‌ | 
कर्मप्रधानं गुणवदेकार्थं वाक्यमिष्यते || Vakya. p. Il-4 


~~ ee ooo भाग 


1. Vakya. p. I. 83. 
यथानुवाकः SA वा सोढत्वमुपगच्छाते | 
आवृत्त्या न तु स ग्रन्थः प्रत्यावृत्त्या निरूप्यते ॥ 
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So Vakyasphota which Expresses a com 
of signification! (Vakya. p, 1. 73 & 74), 
and: eternal.? 

à Thus to sum up, Sphota or Sabda, as it is otherwise called is 
different from the sounds of a Word ; it is the real seat of the 
significative capacity and it is manifested by the last sound of a 
word together with the impressions 


। Y of the experiences of the pre- 
vious sounds. The utterance of these sounds that manifest Sabda 
or Sphota is called Dhvani. 


plete idea is the real seat 
It is unitary, indivisible 


This conception of Sabda manifested by Dhvani is made use 
of by the exponents of the Dhvani school in formulating the 
Vyaiijanavrtti to explain the psychological process of the realisa- 
tion of Rasa. "They hold that poetry appeals to the man of taste 
only because of its suggested sense (Vyangyartha), and this is got 
at through a peculiar capacity inherent in poetic language called 
suggestiveness (Vyaiijakatva), which is different from the ordinary 
significative capacities of words, Vacakatva and Laksakatva, The 
activity involved in getting ai the suggested sense is known as 
suggestion or Vyaiijana. 

To take an instance traditionally cited. When one utters 
गङ्गायां घोष:--१ hamlet on the Ganges—what is it that is sought to 
be conveyed ? Ganges means the current of the river ; and it 
is absurd to speak of a hamlet as situated on the current. To 
remove this difficulty ‘Ganges’ is taken to mean through 
Laksana (or its secondary significative capacity): that which is 
near it, viz, * the bank’ of the river. Now a further question is 


1. Vükya. p. I. 73 & 74. 
c विधन्ते i 
पदे न वणी विद्यन्ते वर्णेष्ववयवा इव | 
वाक्यात्पदानामत्यन्तं प्रविवेको न कश्चन || 
. e ` 
भिन्न दशनमाश्रित्य व्यवहारोऽनुगम्यते | 
" मेकेषों तंतरैतेषां m" faq e. 
तत्र यन्मुख्यमेकेषां dads विपयय; || 
2. See Dr. De, Sanskrit Poetics, Vol. II, pp. 180-1. “Some 
philosophers propounded and the grammarians took it for granted that 
a word has intrinsically a word-prototype corresponding to it. The 
Sphota is not exactly this word-prototype, but it may be explained as 
the sound of a word as a whole, and as conveying a meaning apart from 
its component letters, etc., etc.” We are not aware of the source of 
Dr. De’s exposition of the conception of Sphota, which will make 


"Bhartrhari's flesh creep if he were alive to-day. 
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raised ; does the speaker desire to convey by गङ्गाया घोष: only 
this that there is a hamlet on the bank of the Ganges? If so, is he 
so defective of expression as not to think of the proper word 
गङ्गातीरे--on the bank of the Ganges? If it is granted that the 
speaker is capable of correct expression, ` it past be supposed 
that he has some purpose in saying TAMI instead of गङ्गातीरे, 
It is in discovering the intention of the speaker that a third func- 
tion or Vyapara of words called Vyafijana or suggestion operates, 
It reveals that the speaker intends by such a usage to suggest that 
the hamlet, by its proximity to the Ganges, is so cool, pleasant, 
pure and holy as though it were situated on the current itself. 
This idea of the coolness and sanctity of the hamlet is delightful 
when suggested from ‘a hamlet on the Ganges’, but it is not so 
when understood expressly from *a hamlet on the bank of the 
Ganges is very cool and holy ’; for in getting at the idea there 
is in the former a peculiar exercise to the mind which only an 
intellectual man can take, and it delights him, while in the latter 
this is totally absent. The Dhvani school holds that the presence 
of the suggested idea above the express sense distinguishes poetry 
from ordinary language. 


This conception will be-clearly understood if we take a 
really poetical example; Consider the verse:— 


गच्छ गच्छसि चेत्कान्त पन्थानः सन्तु ते शिवाः | 
ममापि जन्म. तंत्रैब भूयाद्यत्र गतो भवान्‌ ॥ 
Dandin K. D. 1I. 141. 


८ Depart my dear. ! if thou dost, then may thy paths be safe ! Let 
me also be born again in that place whither thou wouldst be 
gone."— This verse is addressed by a lady to her lover on the eve 
of his departure on a long journey. The express sense of this verse 
is this. The lady permits her lover to depart and wishes him a happy 
journey. She prays also to be reborn in the country to which 
her lover departs. But by desiring rebirth in the land to which 
her lord is bound, she really suggests that in his absence she is 
sure to die of the pangs of separation from him and hence he 
should not start on his journey. Her address also suggests her 
intense feeling of love for her lord. With all that, being a dutiful, 
modest and loving lady she would not express anything inaus- 
picious at the time and say bluntly * My Dear, I love you intense- 


ly ; so donot go. If you do, I will certainly commit suicide r, 
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These ideas when expressly stated are yu] 


gar and form common 
parlance, but when they are left to be s 


uggested as in the -above 
verse, they become poetry and are pleasant (गूढं सच्चमत्करोति), Two 
things are particularly suggested ii 


: 1 this verse—(i) an idea or वस्तु 
in the shape of a request not to st (i) r वस्तु 


art on the journey sand (ii) a 
Rasa (MARISA) or an intense feeling of love ia keen s 
ciousness of impending Separation. In some verses what is 
suggested is an Alankira. The life or the vitality of poetry con- 
sists in these three varieties of suggested sense, : : 
This conception of poetry and also the name * Dhyani’ given 
to this method of criticism are suggested by the doctrine of 
Sphota.! Sphota otherwise called Dhvani is the one permanent 
seat of the significative capacity ; similarly the Suggested sense or 
Vyangyartha is the essence of poetry and itis named Dhvani. 
When a drum is beaten with a stick there is produced a sound 
in the space nearest the drum. - It-is not this that is heard, but it 
generates a succession of sound waves just like the ever-widening 
concentric circles of light ripples that are caused by throwing a 
stone in the still water of a pond, or like the successive ringing 
sounds caused by the striking of a bell. And the last of this 
succession of waves strikes the ear and itis this that is heard. 
These last sounds that strike the ear are called Dhvani :— 


यः संयोगविभागाम्यां करणैरुपजन्यते । 
स स्फोटः शब्दजाः शब्दा ध्वनयोऽन्यैरुदाहृताः || 
(संयोग and विभाग refer to the contact of the stick with the drum 
and its separation from it when beating.) Similarly the suggest- 
. ed sense, one of whose varieties called Sarnlaksyakramavyangya 
is obtained through a gradual mental process akin to this 
resonant clang of a bell, is called Dhvani. FE 
एवं धण्टानादस्थानीयः अनुरणनात्मोपलक्षितः व्यज्गथोऽप्यर्थः ध्वनिरिति 
व्यवहृतः | Locana p. 47. xd ogee ad Dos 
Sphota or the real seat of the significative capacity is manifested 
by the last of the sounds of a word together with the unified. im- 
pressions of the previous sounds, and such sounds that manifest 
Sphota are called Dhvani. Says Hari :— 


प्रत्ययैरनुपाख्येयैम्रंहणानुम्रहैस्तथा । 
ध्वनिप्रकाशित राब्दे स्वरूपमवधार्यते ll 


—  L See Locana. p. 47. where this is clearly 41 this is clearly explained, 
l. See Locani. p. ०११9६ Satya Vrat Shastri Election 
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When by means of these indescribable and successive cognitions, 
Sabda or Sphotais manifested by Dhvani, its true nature is realised, 
In the same manner those words and their senses that are 
capable of manifesting the suggested sense are called Dhyani 


काथ) 
Thus suggestive words and senses (व्यज्ञकदब्द and व्यञ्ञक ) are 


called Dhvani, When he speaker utters a word like गोः consisting 
of three sounds T , आ and visarga the Sphota or Sabda that signi- 
fies the particular animal is revealed once by each of the three 
sounds though it is fully realised only at the end. After it has been 
revealed by the first sound (प्राकृतथ्वानि) the subsequent sounds 
(वैक्ृतध्वनि) generate in them, through the modulation of the 
speaker's voice, a certain manner or peculiar character (इत्तिमेद) 
such as fast, slow, high, low, etc., which only aid in the manifesta- 
tion of the Sphota more clearly than ever. Says Hari :— 


दान्दस्योष्नमभिन्यक्तेब्ततिमेदांस्तु वैक्वताः | 
नयः समुपोहन्ते स्फोटात्मा तेन भिद्यते || 


This additional activity of the speaker involved in impart- 
ing to the sounds produced by him a manner or shape such 
as fast, slow, etc., is called Dhvani. Similarly it is not the 
ordinary significative functions of words, viz., Abhidha (primary) 
and laksan (secondary) that manifest the suggested sense, but a 
third activity inherent in. words and different from the two pre- 
vious ones, known as vyafijana or suggestion. This is also called 
Dhvani. And poetry where all these—the suggestive words and 
ideas, suggestion and suggested ideas—are found is also called 
Dhvani. Thus the term * Dhvani’ which is used in all the five 
different senses stated above is borrowed and adapted from the 
terminology of the grammatical philosophers, 

The term * Dhvani ' is primarily applied to that composition 
where the suggested sense—a Rasa, Alankara or Vastu—predomi- 


natesover the express idea and it is defined by Ananda thus : 
(Dhv. I. 13.) 


यत्रार्थः राब्दो वा तमर्थमुपसजनीकृतस्वार्थी | 
व्यङ्क्तः काव्यविशेषः स ध्वनिरिति सूरिभिः कथितः ॥ 
Learned men regard that variety of composition to be Dhvani 


wherein the express sense subordinating itself or the expressive 


words subordinating their express senses suggest that sweet and 
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beautiful idea—which abounds in the 


works of great poets. 
Here उपसजनीक्कतस्वाथो js adjective to both à 


अर्थः and . शब्द: and is 
in fact two compound words which must be construed with अर्थः 
and शब्दः thus! : उपसजर्नाकृतस्वः or उपसर्जनीकृतात्मा अर्थः and उपसजनी- 
gr: शब्द; | That is, the express sense is subordinated or made 
accessory to the suggested idea; and the expressive words subor- 
dinate or makeaccessory their express senses to the suggested idea 

What is the necessity for referring to both Vacakagabda and Vag 
rthain the definition? Vacyartha or express sense is present every- 
where and Vàcaka$abda cannot of itself, without conveying its 
sense, lead to any suggestion ; and if the Vacyartha should sug- 
gest some idea it must first be realised and that cannot arise 
without the VacakaSabda. Hence will it not suffice if one of 
these two, VacakaSabda or Vacyartha, is mentioned as being sug- 
gestive of some ideas? True ; but the writer evidently wishes to 
refer to the two main divisions of Dhvani, Avivaksitavacya and 
Vivaksitanyaparavacya where Sabda and Artha respectively are 
primarily suggestive, though of course the presence of the Artha 
in the former and Sabda in the latter is not denied. This is indi- 
cated by the use of the dual in Vyanktah. ;, Though in Avivaksita- 
vicyadhvani Sabda alone is suggestive, yet the co-operation of 
Artha is invariably present, otherwise Sabda may even suggest 
without its sense being understood. Similarly though in the 
Vivaksitanyaparavácya Artha alone is suggestive, the co-operation 
of Sabda is necessary, for without it wherefrom can Artha arise? 
Thus to show that both Sabda and Artha together are suggestive 
the dual number is used. If this is so, why should it be said that 


either Sabda or Artha is suggestive? [अर्थः शाब्दो वा] It is to affirm 
that Sabda is primarily suggestive in one variety and Artha in 
another, though either of them simultaneously co-operates with 
the other in suggesting that sweet and beautiful idea, 


After Dhvani has been defined it is well worth considering 
the senses in which the term is used. It has been said before 
that there are two main varieties of Dhvani called Avivaksitavacya 


1. Lo. 33. 
स्वशब्द आत्मवाची | स्वं चार्यश्र स्वार्थी | तौ गुणीभूतौ याम्याम्‌ ; 


यथासंख्येन तेन अर्था गुणीकृतात्मा, शब्दों गुणीकृताभिधेयः | 


See also AL, P. 35. 
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१1101 mean respectively those kinds 


and Vivaksitànyaparavacya ५ m 
of Dhvani where the express sense being stultified [अविवक्षित] 


suggests some ideas and where the express sense, though intend- 
ed to convey as leading to something else, suggests some ideas, 
Here by dissolving these ' epithetised ’ or adjectival (bahuvrihi) 
compounds in five different ways the term Dhvant could be shown 
to express all its five senses.! (1) आविवक्षितः वाच्यः यस्य सः, व्यञ्जकः 
शब्द; ध्वानिः---11105९ suggestive words whose primary sense is dis- 
carded; (2) आविवक्षितः वाच्यः स्वात्मा येन सः, व्यञ्जको ऽथः--ऽ॥९६९ti"e sense 
7 j ः » . LI afafa 

by which it, being the primary sense, stultifies itself; (3) q: 
वाच्यः यस्मै a, व्यङ्गधोऽथः— tne suggested sense for whose sake 
the express meaning 15 rendered useless; (4) अविवाक्षितः वाच्य: 
यस्मात्‌ सः, ARAMA: —the suggestive function through which 
the primary sense is discarded; (5) आविवक्षितः वाच्यः यत्र or यस्मिन्‌ सः, 
व्वनिः,काव्यमू-3 composition where the primary sense is discarded: 
A similar interpretation can also be given of the other expression 
Vivaksitanyaparavacyah Dhvanih. Thus it is clear that ‘Dhvany 
has five senses, viz., suggestive words and ideas, suggested ideas, 
suggestion and the composition where these are found. 


The two varieties of Dhvani, Avivaksitavacya and Vivaksi- 
tanyaparavacya mentioned before, are further classified into 
two- each, the former comprising Atyantatiraskrtavacya and 
Arthantarasafkramitavacya and the latter, Sarhnlaksyakramavyangya 
and Asamlaksyakramavyangya. ( Dhv. II. 1- and 2.) The 
first covers all cases where some idea is suggested by com- 
pletely discarding the primary sense owing to its incongruity. As 
an instance of this the following verse may be cited ;— 


रबिसङ्क्रान्तसौमाग्यः तुषारावृतमण्डल: | 
निश्चासान्ध इवादर्श श्वन्दरमा न प्रकारात ॥ 


The moon whose lustre has passed over to the sun and whose 
orbitis covered with mist does not shine forth just as a mirror 
that is ren lind b i 

a endered blind by long heavings. Here Lakshmana 


—— — 


1, Dhv..P. 48. Io | * i» 
पञ्चधापि ध्वनिशब्दार्थे येन, यत्र, यतो, यस्य, यस्मै इति वहुदीद्यथी- 
श्रयेण यथोचितं सामानाधिकरण्यं सुयोजम्‌। | | 
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describes the state of the moon in the earl 
winter season. It is like a mirror that is cov 
particles of water falling on it along with he: 
the statement ‘the moon is like a mirror tha 
correct ? A person that has no eyes is spoken 
How neo can the inanimate mirror which cannot possibly have 
eyes at any time be said to be blind ? To remove this incongruity 
we resort to the secondary signification of ‘Andha’. Through the 
similarity of this mirror to a blind person that cannct visualise 
external objects, ‘Andha’ is taken in the sense of being incapable 
of reflecting ‘ external objects’. Why should the poet use 
such an incongruous expression ? Can he not think of the proper 
word here? What is his purpose in using ‘Andha’ with reference 
to the mirror? It is to suggest forcibly that the mirror has com- 
pletely lost its power to reflect and is utterly useless. - So is the 
moon that is useless without his lustre. In this class of Dhvani 
the primary sense being incompatible is discarded in favour of 
the secondary sense and as the prayojana or purpose of resorting 
to the secondary sense arises the suggested idea, 


y morning in the 
ered with numerous 
avy breathings, Is 
t is rendered blind’ 
1 of as being blind. 


In the second variety of Dhvani called Arthantarasankramita, 
the primary sense is not incongruous and there is no necessity for 
assuming any laksyartha, The Vacyartha itself, on a considera- 
tion of the text, is given up in favour of the suggested sense. The 
following verse may be considered as illustrating this :— . 


` ताळा जाअन्ति गुणा जाळा दे सहिअएहि घेप्पन्ति | 

रइकिरिणानुग्गहिआई होन्ति कमलाई कमलाई ॥ 

[तदा जायन्ति गुणा यदा ते सहृदयेगृद्यन्ते | 

रविकिरणाुगृहीतानि भवन्ति कमलानि कमलानि ॥] 
Good qualities become really so only when they are appreciated by 
cultured minds ; (indeed) lotuses become lotuses only when they 
are favoured by the rays of the sun. The idea here is that excel- 
lences ought to be recognised by others; otherwise they will be of 
no value and may disappear just like a flower that withers in.the 
forest without its beauty and fragrance being enjoyed by any. 'The 
seat of suggestion here is the second ‘Jotuses’ in * lotuses become 
lotuses' ; and it means that when the rays of the sun fall on them 
they fully blossom and possess the superior beauty, fragrance and „ 
the glory of being the seat of the Goddess Laksmi, etc. ‘ Kamala ' 
conveys the sense of an object endowed with the excellences 

CC-0. Prof. Satya Vrat Shastri Collection. 


yj Died Avas prEN AN DRASA ०००७०५ [Book 1 
referred to just now, In this species the primary sense iS not 
absolutely discarded in favour of a secondary sense, but it leads 


without its intervention, to the suggestion of some other idea— 
Arthantarasankramita means the primary sense slowly passes 


over or is transferred to conveying some other idea. 


The third variety called Sarilaksyakramavyangya comprises 
compositions where some idea, Bhava or Rasa is suggested not 
immediately after the understanding of the primary sense, but 
slowly and by stages which are easily discernible. Or the 
mental process in arriving at the Vyangyartha or the suggested idea 
from the knowledge of the Vicyartha operates by steps that are 
well ascertainable. (Samlaksya-Krama-Vyanhgya) ; for example 
consider the verse:— 


एवंवादिनि देवर्षी पार्श्व पितुरधोमुखी | 
ळीळाकमळपत्रागि गणयामास पावती ॥ 


When the celestial sage was speaking thus Parvati, looking down 
her face by the side of her father, counted the petals of the play- 
lotuses. This verse is from the sixth canto of the Kumarasam- 
bhava; and the context is this:—The messengers of Lord Siva, 
the heavenly sages. approached along with Arundhati Himavan, 
the father of Parvati and requested him on behalf of the Lord the 
hand of his daughter. When Angiras, the leader of the seers, 
spoke thus to Himavan, Parvati who was present near her father 
counted the lotus-petals with apparent indifference. When the 
great Lord himself offered to marry ‘Parvati she was immensely 
pleased, but out of her modesty she could not reveal her recipro- 
cation of the love of Siva in the presence of her father and the 
elderly seers, arid in order to conceal her natural bashfulness and 
joy, she pretended like an unsophisticated girl to count the 
petals with her face cast down. Here then there is the sugges- 
tion of Parvati’s lajjà or bashfulness which is a Vyabhicaribhava 
or an accessory emotion to the development of love. Is this 
Bhava, lajjà suggested immediately after we hear of Parvati’s 
counting the petals ? No. For this counting may take place for 
other reasons as well. It is oniy when we think of the former 
activities of Parvati such as her performance of severe penance, 
the meeting with Lord Siva, etc., that we understand that at the 
mention of Siva’s offer Parvati naturally reciprocates his love, 
but out of modesty conceals her emotion. Thus’ the lajja of 
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párvati is reali-ed after some time and through well-ascertainabl 
stages as mentioned above, Sucha suggestion of a Bhà e 
where the in terval between our knowledge of the Vac athe ee 
the realisation of the Vyahgya-bhiiva, etc., is clear] ais ible, 
called Sathlaksyakramadhvani, : y discernible, is 
The fourthiand hele variety of Dhvani in which practicall 
the whole of the Rasa theory is merged is called Asarhlaksyale 
yamadhvani. Here the Vacyartha generally constitutes a a 
tation of the Vibhavas, Anubhiavas and Vyabhicaribhàvas. When 
we understand these there at once is kindled up in us the cor- 
responding emotional mood or instinct Sthayibhava, and this is 
developed to that climax where we realise our own emotion of 
love, etc , invariably accompanied by a thrill. Let us consider the 
following verse :— à 


कुतककुपितैरबोष्पाम्भोमिः सदैन्यविलोकितेः 
वनमपि गता यस्य प्रीत्या Wer तथाम्बया । 
नवजळधरऱ्यामाः परयन्‌ दिशो भवतीं विना 
कठिनहृदयो जीवत्येव प्रिये स तव प्रियः || 

The situation here is that Rama's anguish at his separation 
from Siti who has been carried away by Ravana is intensified at 
the approach of the rainy season; and he exclaims thus :— 
Drawn by your love for whom then you, with feigned indigna- 
tion and eyes swelling with tears and with plaintive looks, went 
even to the forest in spite of your forcible detention by mother, 
that person, the stony-hearted who, separated from you, sees the 
quarters dark with fresh, heavy clouds and still continues to 
breathe, is indeed my dear, your lover! Here Sita's intense love 
for Rama is indicated by her transgressing the entreaties of her 
elders and accompanying Rama tothe forest. Rama's address 
as ‘my dear’ expresses his extreme love—the Sthayibhava Rati— 
for Sita which isthe all-in-all of their lives. Sita is the Alambana- 
vibhàva of Rama's love and it is heightened by his sight of the dark 
clouds at the approach of the rainy season—Uddipanavibhava— 
and further intensified by his mental depression indicated by his 
calling himself stony-hearted, etc.,—Vyabhicaribhava. The Rasa 
here is Vipralambha and not Karuna, as Rama says that he continues 
to breathe and there is no death. When in this manner the appro- 
priate causes, effects and the accessory emotions are fully repre- 
sented the Sthayibhava or emotional mood, viz, Rati that is in- 
born in all responsive hearts is stirred and developed to that 
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emotional climax, when we, realising our own emotion, Rati, reach 
a blissful state of mind. This bliss otherwise called aesthetic 
pleasure is Rasa. This Rasa is not realised by any of the words 
denoting it, but is suggested to us immediately we understand the 
Vibhivas, etc, in the shape of the Vacyartha. This aesthetic pleasure 
appears to arise simultaneously with our reading and understand. 
ing the verse. Really the two do not arise at the same time, but 
there is some interval between our knowledge of the Vacyartha 
and the suggestion of the Rasa ; still it is so short that it is 
almost imperceptible in the same manner as the piercing of a 
hundred lotus-petals placed one above the other with a needle 
appears to take place simultaneously, though in fact there is some 
interval between the piercing of one petal and the other next 
below, however short and imperceptible it may be. This is why 
this class of Dhvani is called Asarhlaksyakramavyangya, meaning 
the krama or the stages by which the suggestion is had from the 
Vacyartha are asarhlaksya, not well discernible. 


Or the following verse may be considered :— 


हरस्तु किश्वित्परिवत्तपैय श्रन्द्रोदयारम्भ इवाम्बुराशिः 
उमामुखे बिम्बफलाधरोष्ठे व्यापारयामास विलोचनानि ॥ 


The context here is this. Manmatha, in order to get Par- 
vati married to Lord ‘Siva’ so that the son born of them may 
kill Tirakiisura who was a menace to the gods, went to the abode 
of the Lord with the spring season to excite his love for Parvati, 
and when she bowed in front of the Lord he discharged his 
arrows of flowers on the Lord. Then the Lord Siva too losing 
a little his calmness, just like the ocean at the fresh rising of the 
moon, directed his eyes towards Parvati’s face with its lower lip 
ruddy like the bimba fruit. Here Parvati who has attained her 
youth is attending on Lord Siva out of her love for him. Lord 
Siva who naturally returns the love of others now concentrates 
his attention on her who is before him. Thus there is reciprocal 
love or Sthayibhàva, Rati and the Alambanavibhivas. The effects 
of his love are his loss of his usual courage and calmness and his 
gazing at the beautiful face of Parvati. These Vibhavas and 
Anubhavas immediately suggest to us the Vyabhicaribhavas 
eagerness, excitement, unsteadiness and joy which lead to the 
suggestion of the Rasa, Srügára. Here the antecedents and the 
knowledge of the Vibhavas and Anubhiivas that are actually re- 


presented in the verse immediately lead to the suggestion of the 
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Vyabhicaribhavas; while in एव वादिनि etc., her counting the iust 
with her face down may possibly be accounted for otherwise than 
due to lajjà in young girls and it is only when we think of 
her severe pen?nce and the favour conferred on her by Lord Siva 
that we realise that she behaved in that manner out of her bash- 
fulness, indicative of her love to Lord Siva. Thisis why in the 
latter case the Dhvani is called Sarhlaksyakrama with reference to 
the suggestion of the Vyabhicaribhava, lajjà, while in EXHI efc. 
it is Asarhlaksyakrama. But in both the instances, the CT 
of the Vyabhicaribhavas immediately suggests the Rasa, Srigara. 
Thus where there is the suggestion of Rasa or Bhava from a re- 
presentation of the Vibhavas, Anubhivas, etc., it is Asamlaksya- 
kramavyangya; and where a Rasa, Bhàva and even an Alaükára 
is suggested otherwise than from a clear representation of the 
Vibhavas, etc., it is Sarhlaksyakramavyangya. 

When we hear the words Srigira or Karuna there does not 
arise in us any feeling of love or pathos ; but when we hear of 
the meeting of Dusyanta and Sakuntalà in the pleasant groves of 
the forest or of Rama's repudiation of Sita in her advanced state 
of pregnancy there is at once evoked inus a feeling of love 
or pity. Why is this difference? What is it due to? The advo- 
cates of the Rasa school were not able to answer this satisfactorily. 
At this stage Ananda put forward his theory of Dhvani which fur- 
nished an effective reply to it. He discovered that in the first 
instance love or pathos is expressly mentioned by the words 
Srhgara or Karuna, while in the second they are suggested from 
the situations; and only when a feeling is suggested it calls 
forth the corresponding instinct or emotional mood in us which 
when developed, results in our enjoyment of aesthetic pleasure, 
Take for example the following verse :— 


यद्विश्रम्य विलोकितेषु बहुशो निःस्थेमनी लोचने 
यद्गात्राणि दरिद्रति प्रतिदिनं ळूनाब्जिनीनालवत्‌ | ` 
दूर्वीकाण्डविडम्बकश्च निबिडो यत्पाण्डिमा गण्डयोः 
कृष्णे यूनि सयौवनासु वनितास्वेषैव वेषस्थितिः ॥ 
When Lord Sri Krishna was in his youth, young ladies 
behaved or appeared as follows :—Their steady eyes engaged 
themselves often in gazing at him, their bodies became emaciat- 
ed day by day just like the lotus-stalk that has been cut off (from 
the root) and their cheeks were utterly pale like the stem of 


dürva grass, Here the Vibhavas of Srhgara, Lord Sri Krishna 
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and the young ladies are mentioned; the Anubhavas or the 
in the emaciation of the bodies of 


visible effects of love are seen ! 1 
the ladies and in the growing paleness of their cheeks. From 
these there is the realisation of love even though there is no word 


in the verse expressive of longing, contemplation, doubt, etc., in- 
dicative of love. And even where there is the express mention 
of the Vyabhicaribhavas or Rasa by name, Rasa is realised only 
from the Vibhavas, Anubhavas, etc., egs consider the verse :— 
याते द्वारवतीं तथा मधुरिपौ तंददत्तकम्पानता 
कालिन्दीतटरूढबञ्जुळलतामाळिङ्गय सोत्कण्ठया । 
तद्गीतं गुरुबाप्पगद्गदगळत्तारखरं राधया 
यनान्तर्यळचारिमिनेळचारस्युत्कसुत्कूजितम्‌ ॥ 

When Lord Sri Krishna Was away to Dvaraka, Radha, in her 
deep yearning after him, embraced the vafijula creeper which 
grew on the bank of the Jumna and which was bent low by the 
shaking given to it by Krishna and she cried aloud in a shrill 
tone faltering with heavy tears to which not only the water- 
animals of her sex but even they of the male sex responded in 
sympathy by their loud moanings. Here there is express refer- 
ence to Radhi’s longing for Krishna, but it is only the cries of 
Radha whose voice was choked with tears to which even the 
animals responded that forcibly suggest to us her longing and 
love for Krishna, and makes us realise a certain sense of pleasure; 
and the express mention of ¢ utkanthà' repeats merely what has 
been realised otherwise.! For in the previous verse यद्विश्रम्य etc., 
there is no mention of Bhavas like ‘ utkantha ', but still there is 
the realisation of Bhava and Rasa, forcibly suggested by the des- 
cription of the Vibhavas and Anubhiavas. Further from verses 
where there is only the mention of words that stand for love, etc., 
such as $rhgàra, Karuna, etc., unaccompanied by a representation 
of Vibhavas, Anubhavas, etc., c.., 


श्रह्वारहास्यकरुणरौद्रवीरभयानकाः | 
` बीभस्साङ्कुतसंज्ञौ चेससष्टौ नाटये रसाः स्मृता; ॥ 


there is absolutely no realisation of Rasa whatsoever ; and hence 
it is clear from the foregoing that Rasa is never realised by express 
mention and that it is suggested even in the absence of its express 


]. Dhv.p. 25 Lo. 
सोत्कण्ठारान्दः केवळं सिद्धं साधयति || 
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reference from a representation ofthe Vibhāvas, 
ing, emotion or Rasa that is expressly stated in poetry by terms 
primarily signifying the Rasa, etc., nowhere appeals to us, and 
wherever Rasa 18 appealing or wherever there is the realisation of 
Rasa, it is invariably suggested, Briefly Rasasare always suggested. 
The Rasa school recognised lo be poetry only those verses 

where any of the Rasas might be developed, and thereby it did an 
injustice to some good verses, where some Vastu, idea or Alankara 
is suggested, by expelling them from the legitimate sphere of 
poetry (eg, भमधस्मिअ, खं येष्त्युजवल्यान्त, जा एज, स वक्‍्तुमखिलान्‌ etc, 
Dhv. pp. 16, 101, 113 and 111). Consider the verse:— 

भम धम्मिअ वीसत्यो सो सुणओ अज मारिओ देण | 

गोळाणइकच्छकुडङ्गवासिणा दरिअसीहेण ॥ ' 
The context here is that a pious man was roaming about 
daily collecting flowers in a grove that was used by a lady as a 
convenient place to meet her love. She did not like his interfer- 
ence and desired to send him away. Then she addressed him as 
follows :—O pious man | roam about here freely and with confi- 
dence ; for that hound has been killed to-day by the proud, fat 
lion that lives inthe thick groves on the banks of the river 
Godavari. The express sense here is of the nature of an ap- 
proval to wander about as he pleased, but by her saying that the 
hound of which he was previously afraid has been killed by a 
still more frightening animal, the lion, she really suggests that 
he must not be seen even in the neighbourhood of the groves, lest 
he should be killed by theterrible lion. Here the suggested idea 
is «do not roam about? and it is the exact opposite of the ex- 
press sense. In स येऽत्युजवलयान्ति etc., and in सर्वेकशरणं etc., there is 
the suggestion through Slesa of the Alankara, Vyatireka or differ- 
ence and Virodha or apparent contradiction. Sometimes, Alan- 
karas are suggested without Slesa, ¢.g.,— 


जाएज वणुद्देशे BT व्विअ पाअवो घटिअवत्तो | 


CN 2 
मा माणुसम्मि लोए ताएकरसो दारदो अ ॥ 
1 i (Dhv. p. 113 and Gatha. III. 30.) 


etc. Thus a feel- 


-—- 


l. um धार्मिक विश्रब्धः स छुनको5द्य मारितस्तेन | 

गोदावरीनदीकूलछतागहनवासिना इतसिंद्देन ॥ 
2. जायेय वनोद्देशे कुन्ज एव पादपो घटितपतः । 
मा मानुषे लोके त्यागैकरसो दरिद्रश्च ॥ 
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Let me be born in a forest place as but a short tree, full of 
leaves ; never in this mortal world as an extremely generous 
but impecunious person. Here the express idea is that he des- 
pises the life of a generous but poor man and praises the life of a 
tree, Through the similarity of such a person to the tree it is 
forcibly suggested that such a person is far more aie than 
the tree. That is, Vyatireka-upamanat upameyasya adhikyam—an 
Alankara is suggested. Or again consider the verse : 


स वक्तुमखिळान्‌ झाक्तो हयग्रीवाश्रितान्‌ गुणान्‌ । 
योऽम्बुकुम्मैः परिच्छेद ज्ञातु शक्तो महोदधेः ॥ (Dhv. p. IL) 


That person is capable of describing all the excellent qualities of 
Hayagriva, who can measure the extent of the great ocean by 
means of water-pots. Here through ahyperbole, the utter futi- 
lity of. the attempt to describe the extraordinary virtues of 
Hayagriva is forcibly suggested ; or in other words * Aksepa’ 
Alankara which consists in the negation of one's desire [ इष्टस्य 
प्रतिषेधः ] or the futility of our desire, viz, a complete description 
of his virtues is prominently suggested. 


Anandavardhana saved the adherents of the Rasa school 
from this reproach of narrowness to which they were exposed by 
their refusal to admit some verses like the foregoing into the 
proper sphere of poetry and he rectified this error by enunciating 
the principle of Dhvani which recognised to be poetry all rhyth- 
mic expression wherein might be suggested not only Rasas but 
some beautiful idea or Alankara as well. By his theory of 
Dhvani he did not propound any rival doctrine to that of Rasa! 
but only placed it on a firmer basis by removing its defecis and 
shortcomings and by expoundingits true significance through the 
wider and more well-reasoned principle of suggestion. Thereby 
Rasa is not only included within the fold of poetry whose sphere 
and scope became legitimately enlarged in order to include all 
good verses that really appeal to the refined literary sense, but is 
recognised to take the leading place among the constituents of 


— m — MM —— जज 


1. Dhv.p.163. < : 
अत एव चेतिवृत्तमात्रवणनप्राधान्ये कवीनामेवंविधानि स्खलितानि 


भवन्तीति रसादिरूपन्यङ्गचतातपर्यमेबैषां युक्तमिति यत्तोऽस्माभिरारव्धः, न 
ध्वानिप्रतिपादनमात्राभिनिवेशेन | 
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poetry or the sources of poetic appeal. 
ed.that Dhvani was the life of poetry still, when he sought su 
port for his view from the first poet, Valmiki, he stated de fol 
lowing the first poet, it must be said that that rhythmic ex site 
sion which was the spontaneous outlet of the mind overpowered 
by the grief caused by theloss of the inseparable association of 
the pair of krauñca birds would alone constitute the life of 
poetry. Rasa has been shown to be always suggested and the two 
other varieties of Dhvani--Vastu and Alankara—are also indicated 
through Rasa, for Rasa is the most important or it is the life par 
excellence of poetry, and the two others are really contributory to 
the development of Rasa ; yet they donot lose their individuality 
and they are distinct from the Vacya or Laksya idea; and as they— 
Vyangya Artha and Vyangya Alankara—necessarily require the 
suggestive function of words for their realisation as well as Rasa, 
they too are regarded as the soul of poetry.2 But as Rasa is more 
appealing to us it stands on a pedestal of its own and its cousins 
—suggested idea and Alankara—stand on a lower plane. That Is, 
Rasa represents the principal division of Dhvani or in other words 
it represents a smaller circle withina slightly wider one. 


Though Ananda express- 


The relation of the older critical methods--Alankara, Guna and 
Riti—to Rasa and Dhvani is clearly indicated by Ananda. In the 
ordinary world Alankara or ornament necessarily presupposes 


1. Dhv. p. 26-7. 
काव्यस्यात्मा स एवार्थः तथा चादिकवेः पुरा | 
क्रौद्दवन्द्रवियोगोत्य; शोकः 'छोकत्वमागत; ॥ 

Lo. स॒ ऐवेति--प्रतीयमानमात्रेऽपि प्रक्रान्ते तृतीय एव रसध्वनिरिति 
मन्तव्यम्‌ | इतिहासबलात्‌, प्रक्रान्तवृत्तिप्रन्थवळाच्च | तेन रस एव वस्तुत 
आत्मा; वस्त्वळंकारध्वनी तु सर्वथा रसँ प्रतिं पर्यवस्येते इति वाच्यादुत्कष्टौ 
तौ-इत्यभिप्रायेण ध्वानिः काव्यस्यात्मेति सामान्येनोक्तम्‌ | 

2. Dhv.p. 28. 

AL, शोको हि करुणरसस्थायिभावः प्रतीयमानरूप एवेति प्रतिपादितम्‌ । 
प्रतीयमानस्य चान्यप्रभेदददीनेऽपिं रसभावमुखेनेवोपलक्षणम्‌ । प्रधान्यात्‌ | 

Lo. ्ाधान्यादिति--रसपर्वसानादित्यर्थः । 

ताबन्मात्रविश्रान्तावपि चान्यराब्दवैलक्षण्यकारित्वेन वस्त्वळंकारध्वनेरपि 


जीवितत्वमौचित्याढुक्तमिति भावः | 
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and is different from Alankarya, the beautiful object. Gunas or 
(excellent) qualities have their significance 1n relation to a Gunin 
or a possessor of such excellences. What are the Alankarya and the 
Gunin? Gunas are generally recognised to reside in the soul, 
though sometimes they are spoken of as pertaining a the body, 
c.g., Courageous arms ' Ajankaras are believed to Santi the 
body, but it is not true; foradorn a corpse with a pearl neck- 
lace; without life or soul it is not at all beautiful and hence Alan- 
káras also beautify the soul. Therefore Alankarya and Guin are 
only the soul and in poetry what is the soul which is beautified 
by the Alankaras and in which the Gunas reside ? It is Dhvani or 
that class of Dhvani called Rasadhvani; and Alankaras, Gunas and 
also Ritis—which may stand to Rasa in the relation of body to 
soul—find their real significance only when they are related to the 
Rasas and never independently of it. 

This may be illustrated with reference to a few verses. Con- 


sider the verse— 
कपोले पत्राळी करतळनिरोधिन मृदिता 
निपीतो निश्वासैरयममृतहृ्या SH: d 
gg: कण्ठे लम्नस्तरल्यति वाष्पर्स्तनतटं 
` प्रियो मन्युर्जातस्तव निरनुरोधे न तु वयम्‌॥ 

«The paintings on your cheek have been rubbed off by the 
pressing of the palm; the honey of your (lower) lip, sweet as nec- 
tar, has been (drunk) dried by the (hot) breathings; tears choking 
your throat again and again make the bosoms tremble; anger, 
O unkind lady ! has become your beloved, not we." The situation 
here is that a lady who was expecting to meet her lover is dis- 
appointed and she is extremely sad and angry with her lover. The 
lover appears later and tries his best to pacify her. She refuses to 
pay heed to the entreaties of her lover, whereupon he addresses her 
asabov: In the last quarter of the verse there are three Alaüka- 
ras. (1) There is 91688 in ‘Priyah’ which means both friend and 
lover. Anger has become your companion, not we, your lover. 
(2) There is Rüpaka made out thus :—' मन्युरेव प्रियो sta: —Anger 
alone has become your mate. Anger is identified with mate. (3) 

There is Vyatireka or difference in this, “Anger has become your 
mate, not we," i.¢., anger is differentiated from the lover, the for- 
mer being the beloved of the lady, the latter not being so. This 


is indicated by the particle, ‘tu’. These Alaükaras find their 
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expression in the verse most naturally 
ever on the part of the poet; and they: 
* Irsyávipralambha' of the lady which 
such Alafikáras as lend themselves easi] 
Rasa that should finda place in poetr 
drums and word-play, 


CHAP. VI] 


without any effort whatso- 
heighten the effect of the 
is realised by us, It is only 
y to the development of the 
y.! Others are mere conun- 


There are also a few other principles? 
of the Alankaras in poetry and one of them is this. The Alan 
kara should be used only with the definite aim of develo ius 
Rasadhvani. Take, for example, the verse :— By 


चलापाङ्गां दृष्टि wat बहुशो वेपथुमतीं ` 
रहस्याज्यायीब स्वनसि मृदु कणीन्तिकचरः। 
करं व्याधुन्वत्याः पिबसि रतिसवैस्वमधरे 
वयं तत्वान्वेषान्मधुकर हतास्त्वं BE कृती || 

“ Thou touchest repeatedly her quivering eye, whose ‘outer 
corner moves (playfully) : going close to her ear, thou art softly 
humming, as if whispering a secret (of love) ; thou art drinking 
the lip, containing all the treasures of delight, of her, waving her 
hand ; whilst we O bee! through the necessity for inquiring into 
the truth (of her origin)'are disappointed of .immediate fruition ; 
thou indeed art in the full enjoyment of your desire."3 When 
Dusyanta met Sakuntala by chance in the penance groves of the 
forest he was enraptured by her exquisite beauty, and he earnestly 
longed to enjoy her. But, being a just king, he desired to know 
if Sakuntala did not belong to the Brahinin caste in which case, 
he, a Ksatriya, could not marry her. While Dusyanta was thus 
inquiring about the parentage of Sakuntalà. and hesitating to 
approach her, a bee mistook Sakuntala’s face for a lotus and 
hovered and hummed round her face. Dusyanta became jealous 
of this mischievous bee that forcibly enjoyed the person of Sakun- 
tala and he exclaimed-in the foregoing manner. In this verse 
there is the Alankara, Svabhayokti or the realistic description of 


which govern the use 


1, रसाक्षिप्ततया यस्य बन्धः शक्यक्रियों भवेत्‌ d. 
अप्रथग्यत्ञनिव्ल: सोऽछंकारो ध्वनौ Wd: || Dhv. II. 17. 
2, विवक्षातत्परत्वेन TAAT कदाचन | etc, Dhv. II. 19 ft 


3. ‘The translation is taken from Monier Williams’ edition of 
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here of the bee; and this Alankara finds 
; here only because: jt reveals the intensity. of 
eds for i M Svabhavokti really becomes -an 
Alankara only when it leads to the suggestion ofa Rasa; and it 
does not.consist in the mere faithful abes p of some reality, 
but only in the presentation of the poet S mental aspect of that 
reality which alone appeals to our imagination and gives us 
aesthetic pleasure. Tw 

Me Similarly. poetic .excellences or Guras such as Madhurya, 
Ojas, etc., do not reside in the. manner of expression but 
have reference to the particular Rasa developed in a composi. 
tion. Thus where there is the realisation of the Rasa, Śrůgāra or 
Karuna, there must be found the Guna, : Madhurya ; and where 
there. is the Rasa Raudra there we must look for Ojas.. -And it is 
not proper that we should seek for Madhurya only where there 
are sweet words and few compounds; nor should we seek for Ojas 
only in a composition abounding in long compounds.! For the 
oppositeof this old view can be easily -proved, if we consider. a 
few illustrations. Consider the verse :— 

अनवरतनयनजलळवनिपतनपरिसुषितपत्रलेखान्तम्‌ | 
करतलनिषण्णमबले वदनमिदं कं न तापयति ॥ | 
Here a lover attempts to appease his beloved who is angry with 
him for his want of proper devolion io her,in these terms :— 
«Whom does not this face of yours, resting upon the palm, the 
paintings whereof have been washed away by the drops of tears 
incessantly’ trickling from your eyes, afflict (with pangs of love). 
Here there is the clear development of an aspect of Vipralambha 
called * Pranayakopa’ and there is the Guna, Madhurya ‘here, 
inhering in love, even though the whole verse is full of long 
compounds. Again consider the verse :— 
. यो यः रस्त्रं.बिभर्ति स्वमुजगुरुमदः पाण्डवीनां चमूनां, 
“यो यः पाञ्चालगोत्रे शिशुरधिकवया गर्भशय्यां गतो वा । . 


यो यस्तत्कमसाक्षी चरति मयि रणे य॒श्च यश्व. प्रतीपः js. 
UTP TTA तस्य स्वयमपि जगतामन्तकस्याप्यन्तकोऽहम्‌ || 


the activity of something, 


` 1. aà नातिसमस्तरन्दार्थं मधुरमिष्यते । ` 
ओजः समासभूयरत्वंम्‌ ; old view. 
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A$vatthàman, enraged at. the cruel and. cowardly murder of 
his father when he had laid down his arms, :cries. oi eem eance 
on all the Pandavas and proclaims thus od Whoever T the 
armies of the Pandavas, highly proud of his arm ‘wields a Sword 
whoever (there is)’ in the family of the Banealas be hea child, 
in old age or even in the mother’s womb, whoever was witness is 
that (cruel) deed and whosoéver:opposes meron the battlefield, to 
each and every one of: them, I, infuriated will be death, and I will 
be death to him even if he be the God of Death himself, Here 
there is a full development of the Raudra Rasa, but there are nó 
long compounds. - Still there is the Guna, Ojas pertaining to this 
Rasa. Thus Gunas havé reference to the Rasas or they" help in 
the realisation of the Rasas, and are subordinate to them; vr d j 


Similarly Ananda enunciates 'some principles, for ilies use of 
the proper Saüighatanà or manner of expression. This is of three 
kinds, vizą (1) the style in which there, are few -compounds, (2) 
that in which there are middling compounds, and (3):that which 
abounds inlong compounds, The use of these, styles shouldbe 
in harmony with the status; and function of..the poet and: the 
characters and also the nature of the subject-matter treated. | If 
the poet should be highly imaginative, the characters noble and 
emotional, the subject-matter moving, and if the literary kind 
should be the drama, the Saüghatanà to be employed in all 
these cases, is the first one, viz. the one that is free from còm- 
pounds. Otherwise the poet may. employ any Sanghatana lie 
pleases. ' Such a procedure is absolutely essential in Karuna and 
Vipralambha, for compounds are offen ambiguous and they cause 
delay in our understanding the sense of a poem and this delay is 
detrimental to the realisation: of Karuna- and Vipralambha.- But 
in the Rasa, Raudra, however, Madhyamasamasa' Sanghatana is 
preferable and sometimes even dirgha-samasas may be used; pros 
vided, however, the necessary perspicuity is maintained in the lan- 
guage; as, e.g. the verse: चञ्चद्ज्रामितचण्डगदामिघात elc. Veni. Act 1. 
This perspicuity or prasada should be present in all poems, 
developing some Rasa orother. Thus the Ritis orthe Sanghatanas 
also have reference primarily to the Rasas. 


Ananda indicates further the method of developing the 
various Rasas. He classifies them into allied and contrary Rasas 


—— — wc 


— 


Wr cr I 
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and lays down the principles which should guide the poet in 
:combining them in order to produce the highest effect. 


He also accepts Santa as one of the Rasas. Its essential 
nature consists in the negation of all (worldly) desires, which is 
highly- pleasant; and in support of this he cites this verse :— 


यच्च कामसुखं लोके यच्च दिव्यं महत्सुखम्‌ | 
तृष्णाक्षयसुखस्येते नार्हतः षोडशीं कलाम्‌ ॥ 


‘The sensual pleasures in Jove and the great happiness in heaven 
do not deserve to equal a tithe [one-sixteenth part] of this bliss 
arising from the renunciation of all worldly desires. If Santa 
does not appealto all, its existence cannot on that account be 
denied, just like the spiritual experiences of a great seer. The 
Rasa Sriigara does not appeal to the yogin. Can the existence of 
Srügüra be denied, because of that? No. Similarly Santa must be 
recognised as a Rasa. How are we to developit? ‘That isto be 
done by portraying characters like Janaka who always study the 
spiritual texts and practise their teachings. The Sthayibhava of 
thisis Sama. Ananda also vigorously vindicates the claim of 

. Santa to a place among the Rasas, by reference to the chief Rasa 
of the Mahabharata. 


This conception of Rasa and Dhvani and their relations 
with other methods still reign in the sphere of Sanskrit Literary 
criticism, and to Ananda redounds the credit of having systema- 
tised the science of Literary criticism. He certainly holds in 
this sphere a position equal to that of Panini in Sanskrit 
Grammar. 


It isshown above that the theories of Dhvani and Rasa are 
not antagonistic to each other and that the former comprehends 
the latter. Therefore we shall hereafter consider the history of 
these two theories together. 


———  —MMM——— ane 


1, See Dhy, pp. 170-80, ° 
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CHAPTER VII. 


IMMEDIATE OPPOSITION TO THE THEORY 
OF DHVANI. 


This new theory of Dhvani, however reasonable it might 
be, did not meet with general approval, as is ordinarily the case 
with any novel doctrine, especially from representatives of the 
older schools. Prominent among those that immediately opposed 


this theory were Pratiharenduraja, Bhattanàyaka, Dhanika and 
Dhanaíijaya. 


Prattharenduraja. 


Pratihara is the commentator on Udbhata’s Kavyalankara- 
sara, and hence he is an avowed follower of the Alankara school 
represented by Bhamaha and Udbhata. As he himself says in 
the last verse of his work and also in the third verse of the intro- 
duction, he is a native of Konkan anda pupil of Mukula.! 
Mukula describes himself in the Abhidhamatrkavrtti, verse 15? 
(p. 22) as the son of Bhatta Kallata who is probably identical with 
one Kallata, mentioned in the Raja-tarang V. 66. as having 
flourished in the reign of Avantivarman of Kashmir (855-83). 
Pratihara is thus younger than Kallata by two generations and he 
may have flourished about 930 A.D. 

In conformity to the principles of the Alankara school he 
reiterates and tries to maintain the view ably refuted by Ananda 
in the first chapter of the Dhvanyaloka, viz, that Dhvani could 


— —— 


1. K.L.S.p. 1. 
विद्वदम्रथान्सुकुलकादधिगम्य विविच्यते | 
प्रतीहारेन्दुराजेन काब्याळंकारसंग्रहः ॥ 

Last verse. 

AA सौजन्यसिन्थो्द्रिजवरमुकुळात्कीतिंवछ्ठयाळ्वालात्‌ 
कान्यालङ्कारसारे लघुविबृतिमधात्‌ कोङ्कणः श्रीन्दुराजः ॥ 

2. Abhidhdmatrkavetti, verse 15. 
भडकलुटपुत्रेण मुकुलेन निरूपिता | 
सूरिग्रबोधनायेयमभिधाइृत्तिमातृका ॥ 
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be brought under one or other of the Alañkāras.! (K. L. S. p 
79 ff.) He considers instances cited by Ananda himself of the 
three kinds of Dhvani— Vastu, Alankara and Rasa—and points out 
in them some Alankaras like Paryayokta, Slesa and Rasavad res. 
pectively He further holds against Dhvaniküra that in exam. 
ples of Rasadhvani where the primary sense is completely subor. 
dinated:and intended only to lead to the suggested sense, the 
hief import is the primary idea itself.? (K. L. S. p. 83.) 


b.t 


Bliattandyaka 


ST hough an opponent of the. Dhvani school Bhattanáyaka, 
unlike Pratiharenduraja 1s a staunch advocate of the Rasa school 
His work called the Hrdayadarpana was, as the commentary .on 
the Vyaktiviveka, p. 1, अदृष्टरपणा ममधीः explains, intended ‘to 
demolish the theory of Dhyani.? Abhinava cites Bhattanayaka’s 
comments on Bharata's Rasasütra in the Abhinavabharati, Chap 
Vi. and the. Locana p. 67-8 and. also his criticisms of many 
views and texts of the Dhvanyaloka, yet there is not sufficient 
evidence to ascertain whether the Hrdayadarpana was a. direct 
commentary on either the Natyasastra or the Dhvanyàloka. These 
two comments on the Rasasütra cited by Abhinava do not agree 
except in sense, but the extract in the Kavyaprakasa p. 90 is 
almost identical except for some omissions, with the text in the 
Abhinavabharati.4 Probably the latter represents a genuine 


अळा नक्का O 


EE TS 779. | $ 
Aaa व्यज्ञकत्वभेदात्मा काव्यधर्मो5मिहितः | स 
कस्मादिह ARS: £ उच्यते ; एवेवालंकारेष्वन्तर्भावात्‌ | a 
2, K: L.-S. p. 83 | $ 
यत्तु वाच्यशक्त्याश्रय॑ “ याते गोत्रविपर्यये श्रुतिपथम्‌ ?? इत्यादाव- 
संलक्ष्यक्रमरसादिव्यङ्गथनिष्ठं व्यञ्जकत्वमुक्तं तत्रापि वाच्यस्य विवक्षितत्वमेव | 
3. Commentary (p. 1) on the Vyaktiviveka, p. 1 
दर्पणो हृद्यदर्पणाख्यः ध्वनिध्व॑सग्रन्थोडपि । 
4, Abhinavabharati, Chap. VI Nee 
भट्टनायकस्त्वाह---रसो न. प्रतीयते नोत्पद्यते .. नाभिव्यज्यते स्वगततवे 
न हि प्रतीतो करुणे दुःखित्वं स्यात्‌ । न -चः सा म्रतीतियुक्ता, सीतादे 
रविमाबत्वात्‌ , स्वकान्तास्मृत्यसंवेद्नातू देवतादौ साधारणीकरणायोग्यत्वात्‌ 
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quotation: from' Bhattanayaka- and this is in prosen Th 

? re 
Hrdayadarpana from which.versés also are cited. in the Locana 
p. 27 was probably an independent treatise in’ prose and verse 


containing Nàyaka's exposition of the realisation of Rasa and his 
attacks on the theory of Dhvani. Ar. : 


He admits, as Abhinava remarks (Locana, p. 15) that ac 
is the soul of poetry. Instead of the Principle of Sr he | 
recognises two additional functions -besides Abhidha opoe 
and dramatic expression in; the, realisation of Rasa. They are 
Bhavana or Bhavakatva and Bhogikarana or Bhoga. Abhidha is 
common to all language. Bhavani, by. presenting (0 the audience 
or the reader the Vibhavas, etc., like Dusyanta and Sakuntala, 
only in their generic aspect stirs up in them the principal emo- 
tions like love : and this through the third activity, Bhoga results 
in their experience of pure and unalloyed pleasure, like that of a 
yogin in his realisation of the Infinite within. न 


Abhinava criticises.his view of the. redlisation of Rasa and 
also his attacks on the theory of Dhvani. On Locana pp: 19-20 
Nayaka’s criticisms on the verseH4 धम्मिअ etc. (Dhv. ७. 16) are 
exposed.?,, On p. 33 he is severely handled for, attacking 


समुद्रल्इ्ननादेरसाधारण्यात्‌ ; न च तत्ततो रामस्य स्मृतिः अनुपलब्धत्वात ; 
न च शब्दानुमानादिभ्यः aoa लोकस्य सरसता युक्ता,, प्रयक्षादव 
नायकयुगळकावभासे हि प्रत्युत .. छजाजुगुप्सास्पृहादिस्वोचितचित्रवृत्त्य्त- 
रोदयव्यप्रतया आभासत्वमथापि स्यात्‌ ; तन प्रतीतिरनुभवस्मृत्यादिरूपा Wel 
युक्ता.। उत्पत्तावपि तुल्यमतदुषणम्‌ | शक्तिरूपत्वेन qd fermer पश्चादमि- 
व्यक्तौ विषयार्जनतारतम्यतापत्तिः: | स्वगतपरगतत्वादि ` च. :पूववद्धिकल्प्यमः | 
तस्मात्काव्ये दोषाभावगुणालंकारमयत्वलक्षणन ` नाव्ये  चतुरविधाभिनयरूपेण 
निबिडनिजमोहसङ्कटतानिवारणक्कारिणा विभावादिसाधारणीकरणात्मना -अमिघातो 
द्वितीयेनांशन भावकलब्यापारेण भाव्यमानो रसः अनुभवस्पृत्मादिविलक्षणेन 
रजस्तमोऽनुवेधवैचित्र्यबळात्‌ दुतिविस्तारंविकासलक्षणेन'* सर्वोदेकप्रक्ताशानन्द- 
मंयनिजसंविदविशरन्तिलक्षणेन परंत्रह्मास्वादसंविधेन भोगेन परं सुज्यते इति॥ ` 
1. Locana, p. 15. कळी) 
रसध्वनिस्तु तेनैवात्मतयाड्ञीकृतः _ 
TS HD i 
: यत्तु भइनायकेनोक्तम्‌ “ इह ARRAS Ue. i 
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Dhvanikara’s use of the dual * Vyanktah’ in the definition of 
Dhvani.! On p. 63 Abhinava ridicules him for his method of con. 
struing the verse निश्वासान्ध इव etc., and remarks with some animus 
that such a construction is adinissible in the interpretation of the 
Sütras of Jaimini, not in poetry.? (See. also Abh. bh. Vol. III, 
p. 89 where he ridicules Nàyaka for blindly following Jaiminis,) 
` Probably Nayaka was a Mimirhsaka and _Abhinava availed 
himself of this opportunity to laugh at his Mimarhsa predilections, 

Bhattanayaka certainly lived after Ananda and before 
Abhinava, but these: acrimonious remarks of the latter befit only 
a contemporary and probably Nayaka lived only one or two 
decades: before Abhinava (C. 1000 A.D.) If this is correct 
Bhattanayaka of the Hrdayadarpana has to be distinguished from 
one Brahmin Nayaka mentioned by Kalhana in the Raja-tarang 
(V. 159) as having flourished in the reign of Sankaravarman of 
- Kashmir (883-902 A.D.). 

Dhanaüiaya and Dhanika. 

Dhanafjaya is the author of a work on dramaturgy called 
the Dagartipaka. This is in the form of Karikas stating briefly 
the different-principles. Dhanika wrote on it a running prose 
commentary called the Avaloka with illustrative verses culled 
from various poems. Dhanafijaya describes himself in the last 
verse as the son of Visnu and a respected courtier of King 
Muifija. In the colophon Dhanika also is stated to have been the 
son of Visnu and most probably he is the younger. brother of 
Dhanafijaya. King Muiijaof the Paramara Dynasty of Malva was 
a patron of poets and also a poet of no mean reputation and he 
reigned from 974-995 A.D. when he was defeated and executed 
by the: Chalukya King Taila Il. They both should thus have 


' 4. Dhv. Locana, p. 33. ie: 
“तेन यद्भ्र॒नायकेन द्विवचनं दूषितं तद्गजनिमीलिकयैव | 
+ 2, - Dhv. Locana. E i ; 

, भट्टनायकेन तु यदुक्तं “ इवरान्दप्रयोगाद्गौणताप्यत्न न काचित्‌” 
इति TSA etm ह्येवं योज्यते न काब्ये- 
AASA | 

3. Chap. XXVII. i 

यक्त भट्टनायकेनोक्तम्‌ “ सिद्धेरपि नरेऽङ्गत्वं ब्रजन्त्यास्तत्वक्षेमम्‌ ” 
(बरजन्त्यास्तत्त्वमक्षतम्‌) इति तेन (न) नाव्याङ्गता समर्थिता ;' फळं च 
पुरुषार्थचात्‌ (M. Sonay Ve ARATE इत्यळमनेन | 


cuar. VII] IMMEDIPE OPPOSITION TO DAVANI 89 

flourished in the last quartet of the t 
i enth century, -Beside 

qnoungia verse of King Muñja twice while का el én 
D. B D D and ML cites Padmaguipta’s Navasaha- 
sanka VI. 42 on D. R. II. 40. Padmagupta flouri in th 

D ] shed t 
reign E SUE aja (995 A. D. ff.) the successor of Muiija - Mab 
probably Dhanika wrote the Avaloka in the earl : 
er rly decades of the 


Dhanaiijaya and his commentator Dhanika appear to h 2M 
followed the traditions of. Bhattanayaka in accepting the Rasas 
to be the soul of poetry and at the same time denying the exist- 
ence of Dhvani. Dhanika states succinctlyl (see D. R. IV. 37) the 
theory of Dhvani as expounded by Anandavardhana, giving the 
same illustrations and citing his definitions and classifications. 
He brings the suggestive function under aradan or the intention 
of thespeaker. In ordinary language, judgment arises.from a 


senience as delermined by the circumstances in which it is 


uttered ; and it is always of the nature of some Kriya or action. 
Similarly in poetry, love, pathos, etc., being always present in the 
mind of the reader are developed fully through the Vibhiva, 
Anubhava, etc., and they represent the judgment (वाक्यार्थ). Langu- 
age is employed only to induce one to some activity; e.g., when 
the teacher ujters “Fetch the book”, the pupil should not only 
understand the sense but should move in order to bring the book. 
The reader orthe spectator should not only understand the 
Vakyartha, love or pathos, but have some immediate activity ; and 
this activity is none else than the enjoyment of the supreme 
aesthetic pleasure. The relation between poetry and Rasas? is 


1. D. R. p. 95. (Nirnayasagar Edn.) 
Com. on Kàrikà, IV. 37. 

यदवोचाम काव्यनि्णये--तात्पयीनतिरेकाच व्यञ्जकत्वस्य न ध्वनिः | 
2, ॥). ९, 9. 95. ae 

कार्थपर्थवसायित्वात्तात्पयशक्तेः | 


3. D.R. p. 93. 
कः. पुनरेषां काब्येनामिसम्बन्धः ¦ न तावद्राच्यवाचकभावः, art 


रनावेदितत्वात्‌ | | 


p.95, अतो न रसादीनां काव्येन सह व्यज्नयव्यज्ञकभाव:-। कि ale, 


P 


भाव्यभावकसम्बन्धः clc, up to TAAT: । 
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not, as the Dhvani school represents, that of the suggestor ang 
‘the suggested (व्यज्ञयव्यज्ञकभावः) but of Enee and effect 
(भाब्यभावकसम्बन्धः) Rasas exist in some shape ^ the Sahrdayas and 
they are made manifest or produced by thc bs cause, 
poetry. This view is probably inspired by the Sankhya doctrine 
of सत्कार्यवाद, If it is said that language has no such capacity to 
produce, Dhanika would call to aid the Mimarhsa doctrine of 
Bhavana which states that the principal concept in any verbal 
judgment should be production. He cites also Bharata N. S, 


"Vl. 35 भावयात्ति रसानिमान्‌ in support of his view. F urther Dhanika 

and Dhanafijaya hold against Dhvanikara that Santa could not 

be regarded as a Rasa, fit even to be developed in readable 

‘poetry ; for Santa is not realisable to any except the sage in his 

'Tneditations and hence it is impossible of description in poetry.! 
. ND. R. IV. 45-0.) 


1. D.R.IV. 4-4, Avaloka. 
शान्तो हि यदि तावत्‌-- 
; , न यत्रः दुःख age न चिन्ता 
न द्वेषरागौ न च काचिदिच्छा | 
रसस्तु शान्तः कथितो मुनीन्द्रैः ` ` 
सर्वेषु भाव्येषु झामप्रधानः ॥ ! 
Pisaq, तदा तस्य ' मोक्षावस्थायामेवात्मखरूपापातिलक्षणायां प्राढुभौ- 
वात्तस्य च स््रूपेणानिवेचनीयैता | तथा हि श्रुतिरपि “स॒ एष नेति नेति ” 
इ्यन्यापोहरूपेणाह | न च तथाभूतस्य शान्तरसस्य सहृदयाः स्वादयितारः 
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CHAPTER VHI. 
. ° ABHINAVAGUPTA, ° 

Almost contemporaneous with these tw 
EAE: puros PUE E of Dhvani and Rasa Abhinaya- 
Enei of the Kachin E nh ates E. profeung 
poet and critic of S EC RE Saivism, 5 nds great 

ML ary acumen who is held in such high 

esteem that no writer except his opponent. and younger contem- 
porary, Mahimabhatta ever refers to him without the "estet 
appellation, àcarya or padah. His remarkable exposition and 
brilliant advocacy of these two theories in his Locana and the 
Abhinavabharati established for him an authority in poetics equal 
tothat of Patafijali and Kumirilabhatta in the sphere .of 
Vyakarana and Mimarsa. 267 

The period of his literary activity has been. determined.from: 
his own datings of his philosophical works to be 990-1015 A. D. 
(see Introduction to Dhv. Kavyamala, S. K. De. Sanskrit poetics, 
and P. V. Kane. Introduction to the Sahityadarpana (1923). 

His two works, the Locana and the Abhinavabharati are res- 
pectively commentaries on the Dhvanyaloka and . the , Bharata 
Natya Sastra; but for their erudition, terseness and dignity of 
style and the views expounded therein they deserve to be ranked 
among the most original works on the subject: and later writers 
regard them to be s^. Really it is the Locana, as Abhinava 
himself remarks, that furnishes the reader with the true insight into 
the many intricate problems involved in the theories of Rasa and 
Dhvani formulated by Ananda. The Abhinavabharati? is a very 
learned and extensive treatise, covering nearly 1000 quarto. pages 
in manuscript and it deals with each topic in great detail utilising 
as much as possible the large material available on the subject of 


—— 


0. writers appears ithe 


1. Dhv. p. 60. and end of Chapter I 
किं लोचनं विना लोको भाति चन्द्रिकयापि हि। ' o 
तेनाभिनवगु्तोऽत्र लोचनोन्मीलनं व्यधातू | . 7o 77 7 


2. See Report on the working of the -Peripatetic party of the 
Government Oriental Mss. Library, Madras, 1916 to 1919, page 44, =. 
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Rasa, histrionics and music. The manuscript in the Government 
Oriental Manuscripts Library, Madras, breaks away in the middle 
of N. S. Chapter XXXII. verse 359 (p. 400 Nirnayasagar Edn.) 
and except for a : few pages Chapters VII & Vlllare wholly 
missing. Thereare also large Lacunae in Chapters XXII ang 
XXIII. Otherwise the work is completely available. But prc. 
bably owing to neglect and want of familiarity with the subject 
of histrionics the chapters dealing with Abhinaya proper and 
music are very corrupt and they are not quite intelligible ; but 
those treating of literary topics, though equally corrupt, could be 
understood with some care and patience and the correct text of 
these chapters is not impossible of restoration. 1 have determined 
ünder the guidance of my Professor S. Kuppusami Sastriar, the 
text of Chapter- VI. (Abh. Bh.), probably the most important 
portion of the work dealing with the Rasas. The text of Chapters 
XVIII and XIX dealing with the dramatic technique can be pre- 
pared without much difficulty, and if this section of the work is 
published it will certainly throw the Dasarüpaka into the shade. 
Of these two works of Abhinava, the Locana appears to have 
been written before the Abhinavabhirati, for the latter clearly 
refers to the former in three different places! (Abh. Bh. Vol. 
I1, pp. 278, 385 & 519) and there is not a single reference in the 
Locana to the other work. < 


As observed before, Abhinava in his Bharati refers to and 
criticises the views of a number of writers of independent treatises 
on hístrionics and commentaries on the Nitya Sistra. He 


—— ———— 


]. Abh. bh. Vol. II. Chap. VII, p. 278. 
सवरान्दानमिधेयत्वं हि रसादीनां ्वनिकारादिभिः दर्शितम्‌ aa मदीयादेव 
- तद्विवरणात्‌ सहृदयालोकलोचनादवधारणीयम्‌ | इह यथावसरं वक्ष्यत एव | 
Abh. bh. Vol. IT, p. 385. 
तचासमामिः सहृदया(व)छोकलछोचने तद्विवरणे विस्तरतो व्याख्यातम्‌ | 
Abh. bh. Vol. II, p. 519. 
यस्तु वेणीसंहारे भानुमत्या सह दुर्योधनस्य दर्शितो विछासः स॒ नाय- 
कस्य TEA अवसरे अनुचित इति चिरन्तनैरेवोक्तम्‌ | 
यथा सहृदयालोककारः-- ट 
६ सन्धिसन्ध्यज्ञघटनं रसबन्धन्यपेक्षया ! 
एतच विवरणे एवास्माभिर्वितत्य दितम्‌ | 
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mentions one Mataügamuni and Kohala, 
the views of Dattilacarya and Visakhilacarya 
to the Vartikas of Sri Harsa on the Natya § 

1 2. T Y . a प्न 

(See anie p. 12.) T he opinions of Bhattayantra and Kirtidhara are 
also occasionally cited.3 (Abh. Bh. Vol. 


T ; À I, end of Chap. IV 
p. 166.) There is no clear evidence to determine whether these P 


earlier commentaries on Bharata or not, The comments of Bhatta 
Sumanas on three verses in N. S, Chap. XXXI are referred to 
with approval! (Abh. Bh. Vol. IV, p. 80). A few texts cited in the 
name of Rahula or Rahulaka are in the form of prose and verse: 
and the bit भेरतेनोदिंतम्‌ in his verse indicates that his 


CHAP. VIII] 


He quotes profusely 
on music.? He refers 
astra in many places. 


was an in- 


1. Abh. bh. Vol. IV, p. 67. Chap. XXX. 
AMA ga * Hr: 
“शङ्गारे वाविनियोक्तव्यमत्यमन्तललितं gqu? 
Ibid. Vol. I, p. 92. 9 
कौहलायेः सत्त्वातोरक्तो$मिनय: इत्यादिवचनं अभिलिख द्विः | 
also Vol. I, p. 142, etc. * . 
2. Abh. bh. Vol. III, Chapter XXVIII, p. 100. 


तथा च विशाखिलाचार्यः स्वरपदताल्समवाये तु गान्धर्वमिति | 
Jbid. Vol. III, p. 101. | 
तदुक्तं दत्तिठाचार्येय--पदस्थस्वरसद्वातस्तालने सुमितमिति | 
3. Abh. bh. Vol. I, Chap. IV, p. 166. ब 
नृत्तनाटययोमेंद: तुल्यानुकारवे इति हर्षवातिकम्‌ । 
रिक्षाहस्वेच्छान्यनृत्तकतिपयनाव्याज्गक्ृतं नृत्तमभ्यासफलमिति A: । 
समयमात्र इत्यादिमङ्गळ्बद्विवाहादाविति भट्टलोळटः | दशरूपभेदवल्लास्य- 
ताण्डवप्रयोगो नाव्यमेद एव च तत्र पूणीनुकारखूपत्वात्‌ | तथा हि प्रवेरोऽश्वः 
- त्था्नः सूचीविद्वे ध्वजात्यादि पुरूरवसोऽलपछ्छवसूची, गरुडस्य Tegan, 
रावणस्य पुष्करः वैशाखरोवितकः, वत्सराजस्यागनिसम्भ्रन्तिः, जटायुषो गृध्रावळी- 
नकमेळकाक्रीडितं चेति । चित्राभिनयेन नाट्येन करणग्रयोग एवाभिनेयपदा- 
smi च aS सत्तेति नाव्भमेवेदमिति कीर्तिधराचार्यः | एतच स्वमता- 
नुसारेण | एवं amig: `" युक्तायुक्ततां तत्र परीक्षका एव बिढुरित्यळं 
बहुना | 
4. Abh. bh. Vol. IV, p. 80. हे , 
भट्टसुमनसा तु WATT वाक्‍्येकवाक्यतया महत प्रबन्धेनार्था व्याख्यातः 
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dependent work and not a commentary on the Sastra.? Udbhata 
is mentioned as using a text of the Sastra with different readings, 
(Abh; Bh. Vol. 1I, Chap. IX, p. 307; Chap. XVIII, ‘Pp. 472, ‘see. 
ante p.11.) This Udbhata is the same as the authori of ihe 
Kavyalankarasara, for he is ridiculed by Kuntaka for holding that. 
Rasa could be realised through express reference—a view incon. 
sistent with the principles of the school of Bharata of which he 
is, a staunch advocate. (Vakrokti J. Chap. II, PP. 113-5) 
Udbhata probably wrote a commentary on the Sastra and 
it is unfortunately. lost : to us.* Lollata is probably another, 
commentator that came: after Udbhata, for he is repre- 
sented io contradict an inlerpretation of a text given by 
Udbhata and his followers. His .views regarding. the realisa- 
tion of Rasa are cited and criticised by Abhinava in his com- 


cs 


1. Abh. bh. Vol, I,p.88. - 
यथोक्तं राहुङकेन--ग्रीवाकारयोः कठ्यां पादयोश्च VUDHUI रोचितं विद्यांत | 
‘Tid. Vol 9. = | 
तद्विषयोक्तिप्रत्युक्ल्यादिप्रयोगो नव्येऽपि आकाराभाषितादौ भाणरूपके च 
विद्यते | तेः चं यथाह राहुल;--- ` 
परोक्षेऽपि च वक्तव्यो नायी प्रत्यक्षवत्प्रियः | 
सखी च नांटयधमोऽयं भरतेनोदितं «ul 
Abh: bh. Vol. I, p. 156. NE 
यत्तु राहुळकेनोक्तम्‌-अपौनरुक्सेनाभिनयनं तदेवंविधमेत्र मन्तव्यम्‌ | 
Thid. Vol. IIT, p.38. - | =. l 
तेन मौग्ध्यमदभाविकत्वपरिपतनादीनामपि गत्याचार्थराहुळादिमिः अभि- 
धानं विरुद्धमित्यल बहुना । ` Seid bk 
P 2. Vakrokti i. Chap. III, pp. 113-5. 
^ C रसवदर्शितर्पंथ्शुज्ञारादिससोदयम्‌ | ` | 
स्वगब्दस्थायिसब्चारिविभावाभिनयास्पदम्‌ ॥ Udbhata’s K. L. S. 
ES Chap. IV. 
तत्र स्वशब्दास्पदत्व॑ रसानामपरिगतपूवेमस्माकं ततस्तत एव रससर्वस्वसमाहित : 
चेतनाः तत्परमार्थविदो विद्वांस एव प्रष्टव्याः | ia 
See also p. 11. fn. .2. Vakrokti, p. 126. 
3,. See Abh, Bh., Vol. I, p, 198, Vide pp, 30 and 11, . 
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ments on: the Rasasiitra.1 (N. S. C i 
js also similarly dealt with in the Same place. His br u : 
comments on some verses are also criticised: Savikuka = > 

from the Rajatarang, Chap. IV, pp. 703-7 to have ed den 
called Bhuvanabhyudaya abouta terrible fight that took ie 


between ,Mamma and Utpalaka about 850-1 A.D. in the reign 


of King Ajitapida.? This would place Śri Sankuka about the 
middle of the 9th century and Lollata about the beginning of it. 
Abhinava further cites with great regard his paramaguru Utpala 
in the Bharati (Abh. Bh., Vol. IV, p. 84) as also in the Locana 
(Dhv. p. 30). He quotes in the Bharati as in the Locana (pp. 25, 
160, 29,178, etc.) his two teachers Bhattenduraja and Bhatta- 
tauta. The former being his teacher, could have been only a 
follower of the Dhvani and the Rasa school and he 15 certainly 
different from Pratiharenduraja. He is introduced with an 
attributes meaning the noblest. of the twice-born that has crossed 


——— 


1. See Hemacandra's Kavyanusasana p. 55 foll. which is only a 
quotation from the Abhinavabhàrati, Chap. VI, on the Rasasiitra. 

2. Rajatarang. Chap. IV, pp. 703-7. See S. K. De, Skt. Poetics, 
Vol. I, pp. 38 and 39. Dr. De does not appear to. have interpreted the 
Rajatarangini correctly. The poem was written only at the close of 
the Reign ‘of Ajitipida (850-1). 

3. Abh. bh., Vol. IV, p. 8+. 

ES ~ 
उत्पलदेवपादास्त्वस्मत्परमगुरवो व्याचक्षते | 

4. Locana, p. 160. A 

S pet be es AME i 
यथा वा अस्मदुपाध्यायस्य विद्वत्कविसहृदयचक्रवर्तिन: भडन्दुराजस्य 
“इन्दीवरद्युति'? | 3 

Abh. bh., Chap. VI. ` AT ः i 

यथा विन्दो; भद्रेन्दुराजस्य--उपपरिसंरं गोदावयो. परित्यजताध्वगाः eic. 

Abh. bh., Vol. III, p. 35. UPS एक 

“पतिषु ठीलाश्चितविश्रमेषु”' Ku. 34. ipid 

About those who change: विश्रमेषु to FAY _Abhinava . remarks 
तदसदिति भट्टेन्हुराजशिष्यः bo | ` ps 

5. Abh. bh., Chap. VI. + gà ड See ; यमहार्णवपूर्ण ° 

अनुमावप्राधन्यं यथा-शुद्वसारस्वतप्रवांहपवित्रसकल्वाङ्म पूण 
भावसम्पादनद्विजराजस्येन्दुराजस्य-- ` aa 
याईश्रम्य विलोकितेषु बंहुरो' निःस्थेमनी etc. | : 
Eoo 0 »quoted"in, Locana, p. 29. 
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the ocean of all speech rendered pure by the singular flow of the 
singing of the poetic Muse, probably more exiravagant than the 
one in the Locana; but considering the excellence of his verses 
Abhinava is probably justified in giving it to his teacher. The 
latier Bhattatauta is evidently his teacher of histrionics.! He 
wrote a work called the Kavya Kautuka on which Abhinava wrote 
his Vivarapa? A few verses from that work containing his idea 
of how the different poetic elements contribute to the realisation 
of Rasa are cited by Abhinava.3 (Abh. Bh., Vol. D Chap. XIX, . 
p. 541.) Bhattatauta's criticisms of $ri P qd e on 
of the Rasasütra are quoted in the sixth CADIS rom these and 
also other occasional references to the Kavya Kautuka it may be 
conjectured that it was a voluminous work in verse dealing with 
the many aspects of Rasa and histrionics in great detail. Bhatta- 
nüyaka and his Hrdayadarpana have already been dealt with, 
Further, to illustrate the different principles Abhinava quotes 
from a number of rare gems of literature which have unfortunate; 
ly perished or lie hidden in some neglected shelf. The most 


——M— 


1. Locana, p. 178. 
मोक्षफलत्वेन चायं परमपुरुषार्थनिष्टलात्सवैरसेम्यः प्रधानतमः । स चायं 
नान्तो रसः अस्मादुपाध्यायम्तोतेन काव्यकौतुके अस्माभिश्च तद्विवरणे 
बहुतरकृतनिणयः पूर्वपक्षसिद्वान्त इत्यर्छं बुना | 


See also Locana p. 29. 
2. Abh. bh., Chap. XXXI, Vol. 1५, p. 175. 


तदेतद्भट्टतोतेन काव्यकौतुके वितत्य दर्शितम्‌। 
3. Abh. bh., Chap. XIX, Vol. IL, p. 541. 
अलौकिक्वैचित्यसरो हि रसः । तथा चोक्तं भट्टतोतेन 
ळक्षणालंक्रतिगुणा दोषाः राब्दप्रवृत्तय; | 
ृत्तिसनध्यङ्गसंरम्भः संहारो यः कवेः किल ॥ 
अन्योन्यस्यानुकूल्येन सम्भूयैव समुव्यिते; | 
झटित्येत्र रसा यत्र व्यज्यन्ते FIRANA: I 
वृत्तैः सरळ्तर्ैन्सुगधैरचूर्णपंदे रपि | 
अश्लिष्टह््यघटनमाषया सुप्रासिद्भया ॥ 
IARAA सद्बरसभावानुभावनम्‌ | 
सामान्याभिनथे प्रोक्तं वाच्यांमिनयसंज्ञया || 
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important among them are Pratijfiàca 

Mayapuspaka, Krtyaravana, Puspadüsitaka 
Ramabhyudaya, Pratimaniruddha, 
dattanatyadhara of Mahakavi Suban 
sarikabandhitaka (Vancitaka ?) and 
Vol. I, p. 255, Chap. Vl a verse ७ 
is cited and attributed to the great 


is not found in any of the works p 
name of Bhāsa. 


Cuar. VIII] 


Gusittaka, Tapasavatsaraja, 
Radhavipralambha, Vasava- 
dhu, Daridraciirudatta, Abhi- 
Raghavavijaya, In Abh. bh., 
eginning लेतायुगं तद्धि न मैथिली सा 
poet Bhása.! But this verse 
ublished at Trivandrum in the 


अर का या d Hogar. 

- a - of the theory of Rasa. in all. its 
different aspects and satisfactorily answers all the difficult ques- 
tions that naturally suggest themselves ina consideration of the 
subject. One of the most important features in literature is its 
emotional element. When we Speak of Rasa or aesthetic plea- 
sure we vaguely understand what it is, and we also realise as we 
read a poem or witness a play, this Rasa. Now a question natu- 
rally arises— whose Rasa is it that we are realising ? Is it the 
emotion of the master poet ? or is it that of. the great characters 
or even of the talented actors or only of our own ? Some western 
critics confine themselves only to the emotions of the reader or 
the spectator when they have to speak of emotions. But Sanskrit 
writers recognise not only the emotion of the spéctator and the 
reader butalso the emotion of the master-mind of the poet, the 
characters and the actors and they proceed to equate the emo- 
tion of all these. 

Further what are the different emotions that are the sources 
of literary appeal or effect ? Can they be definitely ascertained 
and classified ? Modern critics fight shy of definitely doing so, but 
Sanskrit writers have scientifically classified such emotions. 
Again there is the question of painful emotions and the question 
of the field of tragedy. The most pathetic scenes are represented 
to us in poetry and drama, and as we read or witness them we 


1. Abh. bh., Vol. I, p. 255, Chap. VI. 
महाकधिना भासेनापि स्वप्रबन्धे उक्तः 
त्रेतायुग (न खळ) तद्धि न मैथिली सा 
रामस्य रागपदवी मृदु चास्य चेतः | 
लब्धा जनस्तु यदि रावणमस्य काये 
प्रोत्कृत्य तन्न तिळशो त वितृ्तिगामी || 


CC-0. Prof. Satya Vrat Shastri Collection. 


S—13 


a Digitized by Arya SSHVANT AND RASA" [Boox 1 


even shed tears, But only an hour hence we love to return to 
those scenes and shed tears again. Why is this so ? While man is 
willing to return to pleasure alone and never to pain, how could 
this be explained? They fail to attack this question, but 
Sanskrit Alankarikas have successfully met this difficulty ina 
philosophical manner by formulating the theory of Rasa from a 


philosophic basis. , 


The earliest exposition of this theory is, as has been stated 
already, to be found in the sixth chapter of Bharata s Natya- 
Sastra. [See anie Chap.III.] The method of the realisation of Rasa 
is stated there in the form of the Sütra, ff विभावानुभावव्याभिचारिसंयोगा- 
द्रसनिष्पत्तिः that has been already explained. Though this re- 
presents the first beginnings at the systematization of the theory, 
it contains the germ of all later developments, for all later theories 
have grown out of the different interpretations of this old sūtra, 
Moreover though Bharata's theory may not answer all the diffi- 
culties raised at the outset, it must be admitted that Bharata, it 
was, who boldly classified the different Rasas, their permanent 
emotional moods, their causes, effects and accessories, etc., which 
are substantially the same even after the lapse of many centuries. 
We shall trace briefly the growth of this theory at the hands. of 
Bhatta Lollata, Sri Saükuka, Bhattanàyaka and Abhinavagupta 
and try to indicate how every subsequent view improved upon the 
previous one and also how the view as expounded by Abhinava- 
gupta is the most satisfactory, and also one which has stood the 
severe test of time. 


After Bharata, the earliest to put forward a theory of Rasa 
based on his Sütra was Bhatta Lollata, who as stated already 
lived about the beginning of the ninth century. His viewis 
briefly this. (It is better in this connection to keep in view 
dramas.) Rasa is Sthayibhava intensified by a poetic description 
or histrionic representation through Vibhavas, Anubhavas, etc. Or 
in other words, the trained actors by their histrionic skill aided 
by poetry, music, dress, etc., truly exhibiton the stage, say, the 
love which Dusyanta and Sakuntala had towards each other, 
identifying themselves for the moment with those characters; that 
is, when the love—Sthayibhava—of the actors and the characters is 
thus intensely developed through Vibhivas, Anubhavas, etc., it iS 
Rasa. This Rasa then primarily resides in the characters and 


also in the actors on account of their ima ining themselves for the 
(७-0. Prof. Satya Vrat Shastri Collection. 


and 
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moment to be those very same is view? 

tat heldin D 7 characters! This view is the same. 
aS açın also who should have meant something 
like the above, when he said “रति; श्रज्ञारतां याता रूपबाहुल्ययागत;?? 


Love, Sthayibhava, when intensified throu 


As Vibha E gh manifold 1 : 
such as Vibhavas, Anubhavas, etc., becomes the Rasa, sae 


According to this view itis the actors that exhibit the Rasa 
and so it is they that realise it. It leaves out of all consideration 
the poet and the audience. If ignores the question ‘how does 
the audience realise the Rasa? If it does not realise the Rasa, 
when the intense love of Dusyanta and Sakuntala is represented 
by the actors on the stage, some members of it may envy the 
lovers, others may shun to witness the love-making of others and 
may leave the performance, and many other things may happen 
according to the taste and culture of the audience. 


Sri Sankuka criticises Lollata for holding that Sthayibhava 
when intensified becomes Rasa. For the existence of the Sthayi- 
bhava cannot be known at all without the ‘intensifying factors, " 
vizą Vibhavas, etc.; or in the language of Sri Sahkuka without the 
middle term, riz. Vibhavas, etc., there cannot be any inference or 
knowledge of the Sthayibhava. If we notice the trend of the 
definitions of Bharata, we find that he does not seem to distin- 
guish at all between Sthayibhava and Rasa; and when the 
Sthayibhàva is thus inferred it is called ‘Rasa’. That is why he 
does not mention the word ‘ Sthàyibhava' inthe Sutra, Other- 
wise Bharata should have mentioned the Sthayibhavas first and 
then indicated how the Rasas are realised from them when they 
are intensified. Further ‘ if Sthayibhava intensified is Rasa’, 
ihen, as intensity admits of many degrees, similarly there ought to 
be different grades in the Rasa realised. Or if itis urged that 
only when the utmost intensity is reached that Rasa is realised, 
then the division of Hasya into six varieties, Smita, Avahasita, 
Vihasita, etc. made by. Bharata would be wrong. Again in 
Srhgara there are ten avasthis or states of emotional moods, and 
if each of them should have different grades according to their. 
intensity, there would then be innumerable varieties under that 
Rasa and Bhava alone. Moreover it is not always that the. 
Sthàyibhava is intensified. We find on the other hand. that an 


———— — E 


1, तेन स्थाय्येव विभावानुभावादिमिः उपचितो रसः | स्थायीभावस्त्व- 
नुपचित; | सचोभयोरपि ; अनुकार्ये, अनुकर्तयेपि चानुसन्धानबछात्‌ | . 
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intense feeling, like grief, slowly languishes by lapse of time ang 
other conditions. s 
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&ri Sankuka sought to remedy the defects in this theory by 
putting forward an improved view of his own, and it may be 
stated briefly thus .—Skilled actors imitate truly the heroes and 
their experiences. In the ordinary world the emotion of the 
heroes is revealed by (1) the causes or mainsprings which excite 
their emotion, viz., the heroes themselves and their environment; 
(2) the visible effects of their feeling, and (3) some temporary and 
accessory feelings. When these.are represented on the stage 
by the superior imitative faculty ofthe actors, they come to 
be called by the names, Vibhava, Anubhava and Vyabhi- 
cáribhàva, respectively. When the spectators witness a suc- 
cessful imitation of the characters and their experiences 
which—the imitation by the actors—though artificial and unreal, 
is not realisedto be so and which reveals their feeling, they 
forget for the moment the difference between the actors and the 
characters, and inferentially experience the emotion of the char- 
acters—Rama, Dusyanta and the like—themselves; ८.४., if Rama's 
Vipralambha is represented, the inference of the spectators may 


take the form अयं रामः तापमनुभवति-—' This Rama is greatly afflict- 
ed at heart.’ This experience of emotion by the audience is very 
similar to, and is but a reflex (anukara) of, the real emotional 
mood—Sthayibhava—of the characters ; and because it is a re- 
flex, it is called by a different name, viz,, Rasa. This experience of 
the Rasa by the audience is a peculiar one, entirely different from 
either the ordinary perception or inference. It does not take any 
of the forms— This actor alone is happy,’ ‘ This actor alone is 
Rama’, ‘This is not happy’, ‘This may be Rama or may not be so’ 
or ‘This is similar to Rama’. It is neither valid perception, nor 
error, nor doubt, nor inference. It is something like the experi- 
ence which one has when observing a horse in a picture, and it 
takes the form ‘ This actor is that Rama who was happy’. If it 
is urged that such an experience is philosophically unsound.as it 
does not fall within the recognised categories of valid knowledge. 
Sankuka would reply that when there is such an experience it 
ought to be accepted as sound, and no amount of theorising can 
disprove facts of experience.! Theories have to conform to facts 


— 


1, युक्त्या प्रय॑नुयुज्येत AGHA; कया Abh. bh., Chap. VI. 
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and not facts totheories, So this ; : ; 
This theoryisan improvement u asa, 
prings into ssim the spectators in the realisation of the R 
or because it holds that the Spectators realise the Rass B" ae 
too there are serious defects. It is said that Rasa i re न ere 
aninference. From the stand S a renenand 


point of the audience this i 
se om 815 not 
true. What is there in the actors which may be regardedas an 
imitation? Can 1 nd 
imitat an the actor’s demeanour, dress and actions be 


regarded as the imitation of the hero's emotion like love? These 
being unlike Rati cannot be treated as such. Moreover we can 
speak of a thing to be an imitation only when the original is 
known. Has anybody a direct knowledge of the love of the hero 
say, Rama? So the actor does not imitate the hero. Again, if 
the mental condition of the actor, for the time being roused by 
ordinary causes in the world, is regarded as Rasa when realised, 
then it is realised as a mental condition, like love ; and where is 
there the reflex of that love? It may be urged that the Vibhavas, 
etc., are real in the characters andartificial or unreal in the actors, 
and that in the same way as the real Vibhivas lead to the infer- 
ence of the real emotion in them, similarly, their imitations in the 
actors lead the audience to the inference of an imitation or reflex 
of that real emotion as existing, for the time being, in the actors. 
This reasoning is quite unsound, for never do we have the infer- 
ence of the imitation of ‘Sadhya’ or the major term from a 
semblance of Hetu; e.g. from a knowledge. of mist which is 
similar to smoke there does not arise the inference of the bright 
red china roses which are similar to fire. Again it may be said 
that the actor, not being angry at all, feigns that he is angry. Is 
this not imitation? No ; it may be that he is similar to the angry 
man and we cannot say that he is imitating the angry Bhimasena. 
Thus to the audience, Rasa is not an imitation of the Sthayibhava. 
Further, to say that the experience of Rasa takes the peculiar 
form which is neither valid nor erroneous—this actor is that 
- Rama who was happy—is not correct. For, if this knowledge is 
not stultified later, it is true ; if it is stultified, it is false. How 
can it be different from both these. Really this same experience 
is had in other actors also and hence the conception of Rama is 
only in his universal aspect of a great hero. र हीः 


The actor too does not feel that he is imitating Rama or his 


feelings. For he has not experienced the original, Rama or his 
- टी (७-0. Prof. Satya Vrat Shastri Collection. 
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feelings. Then whom does he imitate? It may be some noble 
person. How is he? and what is he ? Without a definite idea of 
him how is it possible to imitate his feelings? If it is said by the 
actor that he is imitating a person who should have wept, smiled 
or laughed in the manner he does, then his personality also inter- 
venes and where is the relation of the original and imitator 
(Anukaryanukartrbhavah). W hat happens really is that the actor 
by his training and imagination and by his imaginative identifica- 
tion with the character, represents the Vibhavas, Anubhavas, etc., 


in their generic aspect; and he is innocent of imitation. 


Another weak point is that the realisation of Rasa is regarded 
as an inference. How can any inference be delightful? It is 
well known that the audience when witnessing a performance 
realises some bliss, similar to the one which Dusyanta had in the 
company of éakuntala. It is possible only in perceptual experi- 
ence and not through inference, when the audience is identified, 
for the time being, with the heroes represented on the stage. It 
is common experience that the realisation of thrill. or. joy is 
immediate, and this immediateness is associaled with direct 
apprehension. Inference is not direct apprehension and in- 
ferential knowledge is not immediate. How then is it possible 
to have the realisation of poetic thrill through inference? Further 
inferentia! knowledge lacks that sense of fulness which is present 
in the experience of joy. So it is unsound to say that the realisa- 
tion of Rasa is a process of inference. 


The next writer to put forward a better view was Bhatta- 
nayaka whose date, position, etc., have already been discussed. 
He says :—Rasa is neither known through the means of know- 
ledge, nor produced nor manifested. For if it is known as it really 
is and as present in the Sahradya, then in Karuna one must experi- 
ence pain and not pleasure. Further when we realise Rasa as 
existing in ourselves, Sità and others cannot be the mainsprings of 
our emotion, for we are conscious of the wide difference between 


us and the characters. Nor do wethen think of our relations with 


our beloved. Further, the activities of the Gods and feats like 
the crossing of the ocean appear to be strange and quite unlike 
our own experiences. We cannot say that we remember such 4 
great Rama, because we have had no such previous experience. 
Moreover, when Rasa is known through Sabda, verbal testimony 
or inference, there cannot be any sense of joy, just in the same 


manner as when we witness the love-makin g of two lovers ; and 
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there may be positive aversion, 
that it is produced or manifested, 
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Similar are the defects if we say 
er oe constitutes the 
or functions, viz., (1) Abhidha or E r nc ura 
or Bhivakatva, unificatory or universalisin g क क 
Bhoj D ककी E aspect; and (3) 
ips tva or Bhoga, the ‘ realisationistic aspect.’ All linguistic 
expression has the first one. It is in the second that the ne e 2 
is differentiated from ordinary expression and passes on to A 
expression. This aspect, called Bhavakatva, is achieved in ordi- 
nary poetry by the Gunas, Alañkāras, etc. Dramatic representation 
also possesses the secondand third aspects and here Bhavakatva 
is achieved through the four varieties of Abhinaya. One great 
difficulty in the way of the realisation of Rasa is the individual- 
istic element of the spectators or Sahrdayas on the one side and 
the actors and the characters on the other. Another is the reali- 
sation of painful emotions which necessarily must be painful. 
When the second function, Bhavakatva operales, these two ‘are 
surmounted. It consists in this. When there is a vivid repre- 
sentation, aided by poetry, music, etc., of the characters and the 
incidents, the trained spectator or Sahrdaya, through his complete | 
imaginative sympathy, identifies himself with them and loses his 
individuality and also any personal predilections that he may 
have; e.g, if the love of Dusyanta and Sakuntalà should be pre- 
sented on the stage it is not realised as the love of those particular 
characters, but through the unification of the characters, actors 
and the Sahrdaya, the individual love of the characters, the actors 
and the Sahrdaya is completely submerged; and love in its uni- 
versal aspect alone is presented. This unificatory function is 
called ‘Sadharanikarana’. When this emotion is thus universa- 
lised, the third function, viz., Bhojakatva or. Bhoga operates. This 
enables the Sahrdaya to call forth the corresponding instinct im- 
planted in him and to develop it to that climax, when it is realised 
in the form of self-luminous bliss. For this conception of Bhoga 
Bhattanàyaka appears to have taken the cue from the Sankhya 
philosophers. They say that Gunas are of three kinds, Sattva, 
Rajas and Tamas ; and the exuberance of one Guna over the 
other two produces respectively, happiness, grief and stupor. 
This Bhoga arises by the overpowering mastery of the Sattva 
Guna over the other two, Rajas and Tamas, and hence it must 
invariably be pleasant. | E e a 
This view solves ina manner the two difficulties raised. It 


. : . = LJ . . M ; concep- 
e arrier of the individualistic element by the 
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tion of Bhavakatva. Then regarding Karunarasa, even the reali. 
' sation of the instinct of Pathos in the Sahrdaya can be brought 
about only through the exuberance of the Sativa guna and hence 
it is, that even its realisation is only a pleasant experience, The 
defect pointed out in. this theory is that it attributes to poetic 
expression two additional functions, Bhavakatva and Bhoga, 
which are quite novel and which are not accepted by any system 
of philosophy. If these two are the peculiar activity of poetic 
expression, then they may very well be called suggestion, 
Abhinavagupta quarrels with Bhattanayaka only in this respect ; 
otherwise he does not differ very much from Bhattanayaka, 

The next and the last theory that satisfactorily and conclu- 
sively solved all the difficulties raised at the outset and which 
reigned supreme in the sphere of Sanskrit poetics was formulated 
by Abhinavagupta. This may be set forth thus :—Soul is im- 
mortal, and all souls, particularly of the Sahrdaya or responsive 
critic, have in them implanted certain Vasanas or instincts and 
these are called inthe language of criticism ‘Sthayibhavas.’ When 
there is a vivid representation of the Vibhavas, Anubhavas and 
Vyabhicaribhavas this instinct in us is called forth and developed 
to that climax when it is realised by us, invariably accompanied 
by athrill or joy. To take a concrete example. In the first Act 
of the Sakuntala a deer is represented as being pursued by 
Dusyanta ona chariot and the deer is running swiftly for its life. 
When this scene is acted before us, it calls outin us the instinct 
corresponding to fear, viz. Bhaya and this is developed, when we 
forget, through our complete imaginative sympathy, whose fear it 
is that we are realising, ‘Is it our own’ or ‘is it of the deer 
before me’ or ‘is it the fear of the enemy ora friend or a third 
person ’, and know only, fear in its generic or universal aspect, 
free from all barriers like the individualistic elements, etc., and 
realise this climax of emotion which is always pleasurable. ' 

Incidently Abhinava seeks support for his view from an exqui- 
site verse of Kalidasa :— 

रम्याणि वीक्ष्य मधुरांश्व निशम्य शब्दान्‌ 
पर्युत्सुकाभवति यत्सुखितोऽपि जन्तु; । 
तच्चेतसा स्मरति नूनमबोधपू् 


भावस्थिराणि जननान्तरसौहृदानि ॥ 


* When a person, though happy, becomes uneasy of mind on 


seeing beautiful objects and hearing sweet music, then indeed he 
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intuitively realises (स्मरति) though va A - 
> uely, i 

f ahs deeply. impa dtm guely, associations of former 


him. The situati i 
. S = t T . e S 
Duşyanta is introduced as being under the spell of Dr oe 


and as having completel forg > " 
just then he hears "es utr a A A Ra 
ings in the hall and he feels uneasy of mind and LR au 
his love for Sakuntalà, but is not at all conscious oft "B E 
term ‘ Bhavasthirani’ really stands for Sthayibhavas or oe 
permanent instincts, implanted in all human beings ; aid = 
seeing beautiful, charming objects and hearing Bei is 
instinct is called forth and intuitively realised, Here the oe 
‘ smarati " does not evidently stand for conscious remembrance 
but only for intuitive realisation. Abhinavagupta has not aie 
played any interpretative ingenuity in seeking support for his छ 
view from this theory of Rasa of Kalidasa. 

Thus according to Abhinava, by whatever name—Upacaya 
Anukara or Smrti—we may call this realisation, Rasa is only the 
emotional mood revealed in a blissful knowledge, free from all 
barriers that are antagonistic to its realisation.1 These barriers 
are surmounted by the Vibhavas, etc. In ordinary world also, 
knowledge free from all limitations is called by different names, 
Camatkara, Rasana, Bhoga, Laya, Visranti and so on.? Whatare 
these barriers to the realisation of Rasa? They are sevenfold, viz.: 


(1) प्रतिपत्तावयोग्यता सम्भावनाविरहः (2) स्वगतपरगतत्वनियमेन देशकाल- 
विशेषावेशः (3) निजसुखादिविवशीभावः (4) प्रतीत्युपायंवैकल्यं (5) 
स्फुटत्वाभावः (6) अप्रधानता and (7) संशययोंगः | | 


The first is the lack of adequate realisation of the probability or 
the reasonableness of things. If one is not convinced of the 
likelihood of the things presented, how can they engage one's all 
absorbing attention ? When extraordinary incidents; like thecalm 
resignation of a kingdom in order to fulfil the father's pledge, the 
crossing of the ocean, the war with a demon who was a terror 
even to the gods, have to be portrayed, it is done so only with 
reference to great heroes like Rama who, by our training and 
association, is at once believed without the shadow of a doubt, to 


1, सथा वीतविश्नप्रतीतिग्राह्मो भाव एवं रसः | 

2. लोके सकलविध्नविनिर्मुक्ता संवित्तिव चमत्कारनिर्वरारसना........, 

दिभिः रब्दैरभिधीयते | 
J|. $—14 
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possess those superior powers necessary for their achievement, 
This is why, in dramatic kinds which have a high moral purpose, 
the plot and the characters are invariably drawn from the Epics 
and well-known tradition. Otherwise, as Cardinal Newman would 
put it, the poet, instead of drawing vigour and inspiration for his 
theme from the nobility of the characters, will be forced to infuse 
spirit into the shadowy creations of his imagination. He is thereby 
at a great disadvantage, for his work may not be quite appealing; 
and hence it is that ‘ the fable ' of the Greek tragedies is drawn 
from the Epics and well-known tradition. This is not the case 
in the lower order of plays like the Prahasana. Sucha procedure 
is certain to remove from the mind of the audience any lack of 
adequate realisation of the probability of things. 

The second obstacle is the presence of certain individualistic 
or distinctive features of time and place which enable the Sahrdaya 
to sever himself from the objects described. If heshould realise 
happiness or sorrow as existing in himself, there may arise 
in him a desire and an effort either to preserve it or to abandon 
it, to obtain something similar to it or to avoid it, to publish it 
or to conceal it as the case may be ; and this would retard the 
realisation of Rasa. Further, if he should realise them as being 
present in another, then also there would be certain reactions on 
his mind. He may be happy, sorrowful, indifferent and so on. 
To prevent this obstacle various histrionic devices called ‘ natya- 
dharmi ' such as the Pirvaranga, the prologue, the different dress 
of the actors, the stage, thé peculiar speech, etc., are employed. 
Then he does not realise whether the happiness or sorrow is 
experienced in this person, in this place or at this moment, because 
its true nature is concealed. 

The third is the undue assertion of self-regarding emotions. 
How can any one who is overpowered by his own happiness Or 
sorrow concentrate his attention on something else? To avoid 
this are employed excellent music, vocal and instrumental, with 
suitable accompaniments like mrdanga, well-decorated halls, 
accomplished courtezans, etc., by which even the unaesthetic mind 
is forced to vibrate in response. 


The fourth and fifth are the absence of adequate 
means of immediate realisation and the lack of clearness ण 
perspicuity. How under such conditions could one be 
convinced of the correctness of one’s knowledge ? Even 


though there may ber clear andaanmistakable verbal testimony 


CHAP. VIII] ON ABPINAVAGUPTA, Chennai and eGangotri Pa 
1 
and inference, we do not com 
ledge derived therefrom : for therein i i ३ 
cognition which alone ihe 11s lacking that perceptual 
ledge. That is why it is said 
upon perception. It is well ing that j ; 
cannot be proved to be otherw; g that is perceived 
and verbal testimony or scriptural texts 
‘Alatacakra’ or the imaginary circle of fire created when a burnin 
stick is swiftly revolved, our knowledge is disproved only b - 
more powerful perception. Therefor y by a 


i € € to remove these two 
we use in dramatic representation something that is different 
from inference and verbal testimony and that is almost equal to 
perception itself, viz,, Abhinaya, Natyadharmi, Vritti and Pravrtti 
rj s J 


the last two being dealt with in the twentieth a : 
4 nd t 
of the Natyasastra. welfth chapters 


In cases like the 


The sixth is the absence of some element as the dominant 
factor. Our mind does not rest satisfied with the knowledge of 
things subordinate, for it runs towards the predominant thing. We 
never rest content with the knowledge of adjectives and we in- 
variably seek for the substantives which the adjectives qualify. 
Similarly the Vibhavas, Anubhàvas and the Vyabhicaribhavas 
which go to develop something else, are invariably subordinate, 
and these are not realised with a sense of satisfaction but only the 
Sthayibhavas which are dominant and to develop which the 
Vibhavas, etc., strive. Why should the Sthayibhavas alone be 
regarded as the dominant emotional moods and the Vyabhicari- 
bhavas be regarded as subordinate ones? It is because certain 
emotional moods or impulses alone are directly associated with 
the Purusarthas or aims or ends of life ; and these are dominant. 
Rati is associated with Kama and also Dharma and Artha, Krodha 
with Artha, Utsaha or fortitude and energy with Kama and all 
varieties of Dharma, etc., and quietism (Sama) born of the know- 
ledge of sacred lore with liberation, the highest goal of existence. 
Thus these emotional moods are the more important. While 
Hasa, Soka, Adbhuta, etc., being obtainable among the ordinary 
folk in the world are less important and even these being acces- 
sory tothe former help in the realisation of theends of life, These 
alone form the Sthayibhavas. These mental conditions are pre- 
sent in all human beings, at least in a dormant state, in the form 
of latent impressions which are called forth As occasion arises. 
Only the degree of their intensity varies with different persons 
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in the world. The emotional. moods called Vyabhiciribhivas 
such, as, langour, (gláni) doubt (Sanka), etc., are not, of an enduring 
character and are not present in all or at all times. They are 
brought about by certain causes and when these are removed they 
disappear. As a practical lest. we may consider these two state. 
ments. “This person is languid”, «Rama possesses great 
energy and power". As soon as we hear the first we naturally 
ask the question “ why is he languid”. This shows that langour 
is not permanent and it is brought about by some temporary 
causes. In the latter case nobody is tempted to put the question 
« Why does Rama possess energy and power ?" This is because 
Utsāha is something permanent and is not temporarily brough { 
into existence. This is the basis of the classification of the emo- 
tional moods into Sthayibhavas and Vyabhicaribhavas. The 
tina chain, which are not necessary for 


latter are like jewels se 
the existence of the chain itself, but which greatly enhance the 


beauty of the chain and which can find a place only so long as 
the chain lasts. Thus the Sthàyibhava is the dominant factor 
and the Vyabhicaribhavas are only accessories, and when the 
former is properly developed the dominant factor is never lost 
sight of and there does not arise the obstacle of ‘Apradhanata’ 
or the lack of something as the dominantfactor. 

The last is doubt in general. The Vibhavas, Anubhavas and 
the Vyabhicaribhavas are not severally related to any specific 
Sthayibhava ; for, e.., tears (Anubhiva) may arise cut of joy, 
sorrow or even some disease in the eye; tiger, etc. (Vibhava) 
may rouse anger or fear ; Bhrama (perplexity) and Cinta (con- 
templation), etc.,—Vyabhicaribhava—may be the accessories of 
Utsaha and Bhaya, Thus where the death of a close relation is 
the Vibhava, bewailing and shedding tears the Anubhava, and 
contemplation, weakness, etc., the Vyabhicaribhavas, there may 
arise a doubt regarding the particular Sthayibhava that is develop- 
_ ed. To remove this doubt the word ‘Sarhyoga’ is used in the 

Rasasütra, That is, when there is a specific combination of such 
Vibhava, Anubhava, etc., we know that the Sthayibhava developed 
is certainly Soka and the Rasa, Karuna. 


Thus these seven barriers are overcome in the manner in- 
dicated above. Then the Sahrdaya, by his training, is already 


oo 


E “लानोऽयम्‌' इत्युक्ते ‘ga’ इति हेतुप्रश्नेन अस्थायितास्यं सूच्यते 
न ठु «m: SURI, HA KCTS, | | 
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able to understand the mental conditi 1 
condition of others from the ordi 
ary causes, the effects and the accessories in the world: a gs 
through similar causes, etc., which, not being quite as test as Ho 
i as they 


are in the ordinary world, come to be 
c i called i 101६ 
vas, Anubhavas and Vyabhiciribhiva Ys ADS ond 


s Om S, his mind become 
प is "a es 
attuned to the situation represented, or in other words, through 


his complete imaginative sympathy he identifies himself with th 

situations, and he realises his own emotion that has been ird 
and developed to a climax, free from all limitations and invaria- 
bly accompanied byathrill. This realisation is of the nature of 
pure joy, is not of the nature of atangible object, is transcendental 

is lasting only during the time of realisation and never beyond it 
and is different from the Sthayibhava ; and this is called Rasa. 


This realisation is said to be Alaukika, transcendental ; 
ic, it is quite unlike the ordinary experiences of the 
world or it transcends the limits of worldly. experience. Why 
is it called so? Firstly because it is not produced by the 
ordinary causes. Why? Cannot the Vibhavas, Anubhavas, etc., 
be regarded as the causes of the realisation of Rasa? What kirid 
of causes are these ? Are they Karakahetus, i.e, causes which 
produce the Rasa or are they Jiidpakahetus, ie, causes 
which reveal things ? They are neither of these. The former 
class of Hetus may be destroyed after the production of the effect, 
but the effect may continue to exist even after its destruction, as, 
e.g., even after the destruction of the stick, the pot which it pro- 
duced may continue to exist. But as soon as the Vibhavas, etc., 
are withdrawn, the Rasapratiti also stops or the realisation of 
Rasa does not at all continue after the destruction of the Vibhavas. 
Rasa is not karya. The Vibhivas are neither Jiiapakahetus, for 
in all such cases the causes reveal objects that previously exist, 
e.g., a lamp when it reveals a pot that is in the dark, is said to be 
its Jfiàpakahetu. , Here the pot exists even before the lamp is 
brought to that place. But it cannot be admitted that Rasa exists 
even before the Vibhavas. It is not Jiipya either. So the 
Vibhavas only suggest the Rasa that is enjoyed by us. Where do 
you find the like of such things that are neither Karya nor Jüapya? 
Nowhere are they seen, and that is why we say that Rasapratiü is 
Alaukika or that it transcends the limits of worldly experience. 
Secondly, by an examination of its psychological MEE also 
it can be established that it is transcendental. Itis sai that 
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it must be either Nirvikalpaka or Savikalpaka. The former ig 
that cognition where there is no definiteness and which is devoid 
of any relations. But Rasapratiti 1s not absolutely unrelated, 
because it is only by the knowledge of the Vibhavas, etc., that we 
have Rasapratiti, i.e., the knowledge of Rasa involves the know- 
ledge of the Vibhāvas, etc., in a generalised form; and SO it is not 
Nirvikalpaka. Savikalpakajfiana is definite and is related to 
name, Jati, etc. But Rasapratiti is utterly ineffable, and at the 
moment of realisation it is all but a composite and blissful 
experience transcending direct expression. So this is different 
from those two varieties of knowledge and hence is trans. 
cendental. Further there are various kinds of cognition and 
can this Rasapratiti be brought under some yogic realisation? 
There are two types of this, viz., that of the Yufijana and the 
Yukta. The former is one who resorls to various yogic 
practices to attain union with the Supreme Spirit. The process 
of our experience of Rasa is something pleasant, quite unlike that 
of the Hathayoga, etc., of the Yunjana, Neither is this like the 
experience of a Yukta, viz,, a saint that has become one with the 
Supreme Spirit. For he realises the absolute Brahman, while 
the Sahrdaya realises some peculiar bliss involving differences. 
Further in the highest yogic realisation it is neither life nor death. 
It is incompatible with both ; but the realisation of Rasa is com- 
patible with life and could be had only then. It cannot be brought 
under the realisation of the Absolute. So it is that we say that the 
Rasapratiti is unique and transcendental. 


This theory of Abhinavagupta differs from that of Bhatta- 
nàyaka in this respect that the Sadharanikarana or Bhavakatva of 
the latter is brought under Vyafijana and Bhoga under 
Rasapratiti. 


Do these theories of Rasa solve the difficulties raised at the 
outset, viz., (1) individualistic or self-regarding impulses; (2) the 
problem of the realisation of Karuna? The first two are useless 
and it is in the third and the last that the difficulties are overcome. 
The first difficulty is overcome by the Sadharanikarana of Bhatta- 
nayaka and the removal of the seven barriers, which Abhinava has 
clearly expounded. Abhinava solves the other difficulty by 
taking his stand on the fundamental tenets of the Sankhya 
philosophy. He says in his commentary on the Rasasiitra 
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verdi अमी सुखप्रधाना:, स्वसंविचर्वणारूपस्य प्रकाशस्य आनन्दसार- 
CAE | तथा हि-एकधनशोकसंतिचचरवणेऽपि छोके अस्ति लोकस्य हृदयविश्रान्ति: 
अन्तरायञन्यविश्रानतिररीरत्वात्‌ (सुखस्य) अविश्रान्तिरुपतेव च दुःखं; तत 
एव कापिले: दुःखस्य चाश्नल्यमेत्र प्राणलेनोक्त रजोबृत्तितां वद दभि; Ue 
सर्वरसानाम्‌ | किं तु उपरज्ञकविषयवशात्‌ तेषामपि कटकतास्पर्षाइस्त वीरस्येव (१) 
सा हि छेशसहिष्णुतादिप्राण एव | (P. 283, Abh. Bhi., Vol. 1, G. O. S.) 


All Rasas are pleasurable; but Abhinava fully realises the 
difference between the various emotional moods that become 
Rasas and he IS aware that the emotional mood pertaining to 
Karuna is Soka or grief; and how could this lead to the realisation 
of joy ? He says that even at the time of Karunapratiti, the mind 
is completely absorbed in the scenes represented and this absorp- 
tion is invariably associated with a certain equipoise of the mind; 
and it is this equilibrium of the mind, free from any disturbance, 
thatis called Sukha or Bliss ; and Duhkha or pain is only the 
oscillation of the mind due to the disturbance of this equipoise. 
This is in consonance with the view of the Sankhya philosophers 
who hold that the essence of pain consists in the restless condi- 
lion of ihe mind; and when this restlessness is removed, the 
mind is in a state of complete rest ; and thatis joy. Pleasure 
.has two aspects, a positive and a negative. In the realisation of 
love it has the positive as well as the negative aspect ; i.e., by 
nature it is pleasurable, and when there is complete absorption 
of the mind there is also the negative aspect. In Karuna, there 
is no positive aspect of pleasure, for by nature, itis painful, But 
the mental absorption here is very deep and complete ; and plea- 
sure in its negative aspect is realised in an intense form. Here 
there is the possibility of a slight touch of bitterness, but that 
does not atall show itself out and it is submerged in the intense 
_ realisation of pleasure. Thus on a philosophic basis we have 
shown how tragic scenes are quite pleasurable, while human 
nature is averse to experiencing pain. 


II. Süntarasa. 


Bharata and following him all writers on poetics have 
classified the emotional moods into dominant and transitory, 
and they have also shown how the dominant emotional 
moods are permanent and enduring and that they alone are 


i is of this classification into transitory 
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and dominant is, as has been indicated before, their relation to the 
ends of life. Such of them asare directly associated with some 
Purusartha, are dominant and these have their permanent impres. 
€ visands in all human beings; they are called forth under 
certain conditions and realised in an ecstacy. These Sthayi- 
bhavas that are developed as Rasas have been accepted generally 
to be eight, viz., Rati, Hasa, Soka, Krodha, d Utsaha, Bhaya, 
Jugupss and Vismaya ; and the corresponding Rasas are called, 
Srngara, Hasya, Karuna, Raudra Vira, Bhayanaka, Bibhatsa and 
Adbhuta. Abhinava deals elaborately with the development of 
each one of these in the sixth chapter of the Abhinavabharati, 
All these are related in some manner or other to the first three 
ends of life, viz, Dharma, Artha and Kama. Similarly can Sama, 
quietude or the calm mental condition of the sage which is direct- 
ly related.to the highest end of life, viz., salvation, be developed 
into a pleasurable Rasa, called Santa? 


Those who accept Santa to be an additional, ninth Rasa say 
that Sama is the Sthayibhava of Santa, Its Vibhavas are austeri- 
ties, study, etc. Anubhiivas are the absence of Kama, Krodha and 
other passions. Vyabhiciribhavas are Dhrti, Mati, etc. This 
view is disputed by many others and they say that it is contrary to 
the teachings of Bharata. Bharata has enumerated the Bhavas to 
be forty-nine and Sama is not one of them. If this should be 
accepted to be a Bháva the number would exceed the limit fixed 
by him. Further, in the same way as the spring season, flowers, 
etc., excite love, austerties and study do not bring about 
Santarasa but only Tattvajüiana or the knowledge of eternal 
truths, and so austerities, elc , cannot be the Vibhavas of Santa, 
Absence of Kàma, elc., also cannot be Anubhavas, for how could 
the absence of Kama or Krodha, in other words, the negation of 
an action be represented on the stage? Dhrti (fortitude), etc., 
which are related to sensual enjoyment cannot be the Vyabhicari- 
bhavas of Santa. So there does not exist a Rasa, called Santa. 


To this Abhinava, following apparently Anandavardhana 
replies : It is well known that in the same manner as the three 
Purusarthas, Dharma, etc., are expounded in the Sastras, Itihasas, 
etc., the fourth, viz, Moksa or liberation and the means: to attain 
it are fully dealt with in those works. And if the emotional moods 
pertaining to Kama, etc., called Rati, etc., could be developed 
by the activity of he poet and the actors to be Rasas like Srigat 


etc, that appeal to those who have a responsive heart to those 
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mood pertain- 


What is this emotional mood ? Som 
renunciation or aversion for all worldly enjoyments born of the 
knowledge of eternal truths. This should have been the inten- 


tion of Bharata also, who places ‘ Nirveda ' just after the Sthayi- 
bhavas and at the head ofthe Vyabhicaribhivas,? Otherwise wh 
should this * Nirveda'— not a hap 7 


| py feeling and not auspicious 
either—be placed in the forefront of the Vyabhicaribhavas by that 
sage, who cares for auspiciousness. This view is not sound ; for 


Nirveda is the aversion for all worldly enjoyments and it aids in 
the attainment of the knowledge of eternal truths ; and it is not 
correct to say that the knowledge of eternal truths—Tattvajiana— 
leads to Nirveda. Sri Sankara also enjoins as a pre-requisite ofthe 
study of Vedanta, which is the source of all knowledge of eternal 
truths, an aversion for or indifference to all enjoyments celestial 
as well as mundane [इहामुत्र भोगविराग:. B.S. I-i-i.], and it is nothing 
but Nirveda ; and after the acquisition -of Tattvajiana one does 
not get Nirveda, but attains salvation. So it cannot be Nirveda. 


€ hold that it is Nirveda, 


Others hold that it is anyone of the eight well-known 
Sthayibhàvas. And primarily as the means to salvation is the 
love of Atman that is one continued state of bliss, love or Rati of 
the Self is the Sthayibhàva here. Moreover the sage that seeks 
liberation finds the whole world a complex of incongruities 
(Hasa), something that must be pitied (Soka), and that is mischie- 
vous (Krodha) ; even the loveliest objects like young ladies are 
loathsome to him (jugupsa) and he wonders at the elevation, of 
his own self (Visniaya). Thus any one of these may be the Sthayi- 
bhava. This is not correct ; for there is no definite Sthayibhava 


ee Mà 


1. किनामासौ (स्थायिभावः) तत्तज्ञानज; निर्वेदः । स्थायिसब्रासिष्पे 
चैतदर्थमेत्रायं पठितः | अन्यथा माङ्गळिकः सुनिंः तथा न पठेत्‌ | 
Abh. bh., Chap. VI. E ipa : 

2. Mammata appears to'have followed this view when,he Says :— 
नि्वेदस्यामङ्गलम्रायस्य प्रथमं अनुपादेयत्वेऽ्युपादानं व्यभिचारित्वेऽपि स्थायि- 
ताभिधानार्थम्‌ । er ue sm ats 
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for Santa ; and if the Sthayibhavas should be numerous and diff. 
erent, Rasa also should be many. If it is said that all these 
culminate in salvation and hence, though apparently different 
they are one entity, then as Vira and Raudra result in destruction 
thev too should be regarded as identical. Some others again are 
of opinion that a harmonious blend or a commingling of all the 
emotional moods is the Sthayibhava. This too 15 not sound; for 
the different moods cannot be present at the same time and they 
are antagonistic to one another. 

What then is the Sthayibhava here? Tattvajmana alone leads 
to Moksa and hence it is but proper 10 say that this Tattvajfiàna 
is the Sthàyibhava. This is nothing but Atmajfiina or know- 
ledge of the self. Thus the Sthayibhava is that self free from all 
desires and endowed with pure knowledge and bliss. - It is not 
regarded Sthayi, merely because it is permanent like Rati, etc. 
These are developed by the respective causes and suppressed 
when the latter are withdrawn ; and as they, capable of being 
suggested occasionally, reside in the permanent Atman, they are 
called permanent emotional moods. But Tattvajfiana is. the 
source of all the emotional moods; in other words it is the wall 
on which the pictures, viz., the Bhavas, are drawn. It is the highest 
of the Sthàyibhavas, and it has even the permanent emotional 
moods, Rati, etc., as accessories to itself, and it is intrinsically and 

. by nature always a Sthayibhàva. This is why there was no neces- 
sity for Bharata to refer to this separately. Thus this view does 
not come into conflict with the statement of Bharata that the 
Bhavas are only forty-nine in all. Moreover after mentioning 
the Rasas, Bharata’s intention is only torefer to the Vyabhicari- 
bhavas and not the Sthayibhavas as such; and as the Sthayibha- 
vas also function as Vyabhicaribhavas he refers to them all only 
in their latter capacity ; for, otherwise, how is it proper for him 
to say that the Bhavas are forty-nine as if they form a single cate- 
gory? This Tattvajriana is not accessory to anything else and it is 
the character of Atman itself and itis called by Bharata, says 
Abhinava, by the name, Sama When the Atman is conditioned 
by extraneous objects andideas it develops the sense of love, anger, 
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l. Cf. Locana, p. 177. . 


प्रतीयत एवति--मुनिनाप्यज्नीक्रियत एव “क्कचिच्छमः?? इत्यादिवदता | 

ʻi Evidently Abhinava adopts a reading of Bharata's Karika that 

enumerates the Sthüyibhavas with कचिच्छम; jn 
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etc.; when its character 15 realised, 
anything, by the sage in his deep me 
Here the Vibhavas are the favours of the highest gods, etc., and the 
emotions like Rati, etc., should be Tepresented to perish mene 
And in the same manner as certain Vyabhi Co 1 rapidly: 

e : : are promi- 
nently developed with reference to particular Rasas as, e 
Autsukya in Vipralambha, Augi ya in Raudra SO also पिकात. de 
should be primarily developed here; for it is essentially the Gia 
scar en desires. And any person who has realised the true 
nature of the self is always eager to do good to others; and this is 
why some people call Santa, Dharmavira or Dayavira. 

Now this question is raised, Is not Santa opposed to Dhar- 
mavira or Dayavira ? The latter are essentially egoistic while the 
former is the very negation of the ego. True ; but even opposites 
may function as Vyabhicaribhavas as, e. £4 Nirveda isa Vyabhi- 
caribhava of Rati. There is no state in which there is absolute 
negation of Utsaha, born of the sense of the ego; for in that state 
there would be no desire‘or effort to do anything and it would 
be only like inert stone. To the sage who has: realised the eter- 
nal truths there is nothing to be done for himself, and he endea- 
vours to give his all including his body for the benefit of others; 
and such an act is not at all opposed to Santa. Injunctions ‘like 
“आत्मानं वा गोपायेत्‌” ‘Protect yourself or body’ are addressed only 
to those who have not realised the truths. This body is only an 
instrument to attain the highest ends of life ; and the Sannyasin 
who has realised the highest ends may dispose of his body in any 
manner he pleases ; and when it has to.be disposed of, should it 
be disposed of to benefit another, is that not commendable ? 
Jimiitavahana, the hero of :the Nagananda, though not a San- 
nyasin, certainly has knowledge .of the truths ; otherwise such a 
sacrifice of the body is not.possible in those who confuse the body 
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Pure and unconditioned by 
ditation, it is quietude itself. 


soldier does not give up his body for another, but. his effort is 


done with an unselfi 

ning from teaching, gifts, etc., up | «En XL nr RIED 

p in any but those who have realised the eternal truths; 

and such persons like Jimütavahana, are certainly Tattvájfánins. 
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Andit is quite possible to obtain salvation in any state of life, not 

merelv.in the state of the Sannyasin Hence the great doings of 
. such unselfish»and noble men are quite appealing to all the world 

and they ought to be portrayed in dramatic literature 


Thus the.existence of the Santa Rasa must be admitted with. 
‘ott a shadow of doubt And in some old manuscripts of the 
Natyasastra, says Abhinava, there is founda reference to the Rasa 
Santa and its Sthayibhava, Sama, just before the elaboration of 
the Rasas in the sixth chapter Moreover the realisation of all 
Rasas, being free from sensual enjoyments, 15 essentially of the 
nature of Santa ; and when this Santa is conditioned by certain 
other impressions 01 emotional moods, it appears in the form of 
Gther Rasas and it is to bring out this aspect, —viz., that it is the 
$ource of the other Rasas—that it is mentioned by Bharata at the 
head ofallthe Rasas. In other words all the Rasas are synthe- 
siséd in Santa. Says the poet :— 


खं खं निमित्तमासाद्य शान्ताद्भावः प्रवतत | 
पुनर्निमित्तापाये तु शान्त एव प्रलीयते ॥ 


'tAllemotions, when their respective conditions or excitants 
obtain, proceed, from Santa ; and when the conditions are with- 
drawn they again merge or repose in Santa.” . Thus Santa is not 
merely one of the Rasas, but it is the vitalising energy of all the 
other Rasas 


It is'accepted by all that the Rasas are only nine, dealt with ' 
above; ‘as these alone are the most pleasurable and are associated 
with the ends of life. It-is‘not a mere fad of a clique or coterie 
to Say, aš sóme.do, that even though there are other Rasas they 
áre-restricléd to nine by thé opinions of a particular school of 
thought, -It canbe easily shown how the other Rasas could be 


adr 


४३ 2. तस्मांदस्तिं शान्तो qun] तथा च चिरन्तनंपुस्तकेषु “स्थायि 
सान्‌: रसत्वमुपनेष्यामंः ”” इत्यनन्तरं -शान्तो नाम शमस्थायिभावात्मक 
इत्यादिशांन्तठक्षणे' पठ्यते | Abh. b Chap. V. — 


migz एबं-नवैव "रसाः, पुमर्थोपयोगित्वेन रज्ञनाधिक्येनं- वा इयतामेवोपदेर्य 
लात | तेन रसान्तरसंभवे पि. पाषदप्रसिंद्धथा सङ्ल्यानियमं इति. यदन्यै 
TARE ll "Xbh bh. Chap: VI end. los ez ट्रा EG pre 
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brought under one or the other alread 

or friendship, V ätsalya or affection can 
Thus by his re 
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y recognised, e.g., Sneha 
en be classed under Rati. 

; 13 remarkable powers of logical a ati 
Abhinava established for all time that Dhvani and kie yum 
soul of poetry and that all other elemen ned 
nourishment. He criticised Bhattana 

ग ttanayaka’s i 

Bhavakatva and Bhoga in the reali à ला M 


E ) sation of Rasa and showed 
thal the principle of Vyafijana should be accepted instead. He 
explained the psychology of the realisation of Rasa ; and he 
clearly indicated how the seven natural impediments in the way 
of the realisation of Rasa ar : 


Pasa are got over through poetry and action, 
how even the realisation of painful emotions like pathos is 


pleasurable, how contrary and allied Rasas should be combined 
to produce the highest dramatic effect, why Santa should be 
given a distinct place among the Rasas and furthermore how all 
the Rasas converge in Santa and give it the first 
them. (Abh. bh., Chap. VI ; Locana, p. 178.) 


ts contribute only to their- 


place among 


à 
Er 


४ १०८९. ers ee trt 
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CHAPTER IX. 
KUNTAKA. 

' Almost contemporaneous with Abhinavagupta appeared two 
rival schools—the Vakrokti and the Anumana—represented by 
Kuntaka and Mahimabhatta. The former holds that Vakrokti or 
a certain striking deviation from the ordinary mode of 
expression of ideas constitutes the essence ol poetry ; while the 
latter contends that the process of poetic realisation is nol, as the 
Dhvani school holds, Vyaiijana or suggestion, but a- peculiar 
variety of immediate ‘inference called Kavyanumiti. 


There is no unmistakable evidence available to determine 
the exact date of Kuntaka, the author of the Vakroktüijivita. He 
is no doubt later than Rajagekhara, (880-920) from whose works, 
. the Balaramayana and the Viddhasala, he quotes. He must be 
earlier than Mahimabhatta who cites his definition of poetry and 
the illustration thereof and severely criticises them indulging in 
personal attacks.! (Vyakti, pp. 28, 37 and 58). Mahimabhatta pro- 
. bably lived about the first quarter of the 11th century and Kuntaka, 
who appears to have been his elder contemporary, might have 
lived about 100) A.D. This date makes Kuntaka a contemporáry 
of Abhinavagupta also, and the question naturally arises; were they 


1. Vyakti. p. 28. 


यत्‌ पुनः 
शब्दार्थी सहितौ वक्रकविव्यापारशालिनि । 
बन्धे व्यवस्थितो काव्यं तद्विदाह्वादकारीणि || dn 
इत्यादिना etc. Vakrokti-j. 1-8, p. 7: 


Vyakti. p. 37. 
विधेयाविमर्शों यथा-- 


संरम्भः करिकीटमेघशकलोदेरेन सिंहस्य यः orc. 


F Vakrokti-j. p 17, etc., I. 27, 
Vyakti. p. 58, 


कान्यकाञ्चनकषारममानिना कुन्तकेन निजकाव्यवर्त्मनि | 
यस्य सवनिखद्यतोदिता छोक एष विनिदर्शितो मया ॥ 
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language, is 


expressed in the Locana and “the Vakroktijivita in ‘very 


similar terms.’ (Locana, p. 160 and Vakrokti-j.. pp. 33 and 93.) 
There is also à passage in the Abhinavabhirati which cs 
for some notice, (Abh. bh., Vol, ll, Chap. XIV, p 366.) 


es À————— 
—— M > 


l. Locana, p. 160. l 
तथा हि-“तठी तारं ताम्यति? इत्यत्र तटशब्दस्य पुंस्वनपुंसकत्वे अनादत्य 
स्त्रीत्वमेवाश्रितं सहृदयैः efr नामापि मधुरं” इति कृत्वा ih. : 
Vakrokti-j., p. 93. 
सति लिङ्गान्तरे यत्र स्त्रीलङ्गं च प्रयुज्यते | 
रोमानिष्पत्तये यस्मान्नामैव स्त्रीति पेशळम्‌ || 
Vakrokti-j., p. 33. 
अन्यदपि लिझ्जवैचित्रयवक्रत्व॑-यत्रानेकलिज्ञ सम्भवेडपि सौकुमार्यात्कविमिः Stee 
मेव प्रयुज्यते “नामैव स्त्रीति पेशल”' इति-कृत्वा यथा-एतां प्य पुरस्तर्टांम्‌ ॥ 
2. Abh. bh., Chap. XIV, Vol. II, p. 366. 
नामाख्यातनिपातैरुपसगैसमासतद्वितै्ुक्त: | 


सन्धिविभक्तिषु युक्तो विज्ञेयो वाचिकामिनय: || 


N. S. XIV. 4. (Manuscript Copy of the Madras Library.) 
Abhinava on this. 


विभक्तयः सुस्तिङ्वचनानि; तैः कारकशक्तयोऽपि सरन्ति, उपग्रहाश्रोप- 
लक्ष्यन्ते | यथा--““पाण्डिम्नि मग्नं वपुः? इति | वपुष्ये (१) संछन्नकतृत्व तदायत्तं 
पाण्डिम्नश्चाधारतां गदस्थानीयतां द्योतयन्नतीव रञ्जयति | न तुं Wega 
वपुरेति | एवं कारकान्तरेषु वाच्यम्‌ | वचनं यथा “पाण्डवा यस्य दासाः? सर्वे च, 
पृथक्‌ केत्यर्थः p तथा वैचित्र्येण “वं हि रामस्य दाराः’ | किं यथा कीतिस्तव 
सेता, न तु श्वेतं यशस्तावत्‌ | उपग्रह;---कुवीणा भुजशालिनः” न तु कुर्वतो 
भुजशालित्वम्‌ | लिङ्गं “ परिमृदितमृणाळीकोमंलन्यजङ्गकानि ” | आ समन्ता- 
दिति वैचित्र्यं यथा “ आपातेऽपि विकारकारणमहो वक्त्राम्बुजन्मासवम्‌ ” 
नियुज्यते क्रियायामिति युक्तः | धातुबैचित्र्यं “भ्रस्तं Ferd जगत: न तु 
मुक्तम्‌ ; ग्रसतिः खदनमात्रे परिमाषितः । अपि वा सातिशयसंरम्भः कुळे तत्र 
वतैते । पूर्वदन्रापि इनदवानमत्वर्थीयः | एतदेवोपजीव्य आनन्दवर्धनाचार्येषोक्तम्‌ 


-““सुंपिडवचनेत्यादि'? | अन्यैरपि, सुबादिवकता इति ॥ 
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Abhinava commenting upon the word ‘ Vibhakti' in the verse 
defining Vacikabhinaya, explains . clearly the poet's skilful 
use of suggestive case-endings, and tenses and voices of verbs to 
impart a certain beauty and charm to poetry, and remarks at the 
end thus :—This is made use of by Anandavardhana and put into 


his Karika beginning ‘SAAT etc, (Dhv. p. 153) ; and by 
others it is stated as (सुबादिवक्रता', To whom does Abhinava refer 


by the term ‘others’ sr ? The Vakrata of the components of 
words expounded by Kuntaka agrees in spirit with Dhvanikara’s 
conception of their suggestiveness and the poetic use of them 
explained in the Abhinavabhàrati. But nowhere m the Vakrokti- 
jivita do we find any Karika with the words “सुबादिवक्रता’ though 
there is cited there (Vakrokti-j., p: 32) the same illustration पाण्डिम्नि 
मग्नं वपुः the one given in the Bharati. These do not clearly point 
to the acquaintance of Abhinava with Kuntaka's work, but they 
leave a strong presumption in favour of the view that Abhinava 
was distinctly aware of the conception of * Vakratà ' according to 
the school represented by Kuntaka and possibly of the Vakrokti- 
jivita also. If Abhinava had known this work, why did he not 
refute the rival doctrine propounded therein ? Probably the Vak- 
roktijivita appeared late in the life of Abhinava ; and though it 
put forward a different theory, it did not demand serious consi- 
deration from a great thinker like Abhinava, because it recognised 
adequately the importance of Dhvani and Rasa in poetry.and its 
author showed great respect to, Dhvanikara as we shall presently 
see. It is very likely that Abhinava contented himself with a 
passing reference to the novel theory of Kuntaka. Until itis 
proved that Abhinava lived much earlier than Kuntaka, the 
passage from the Abhinavabharati would lead to the presumption 
that Abhinava was acquainted with the theory of Vakratva as pro- 
pounded by him. If the above view is correct Kuntaka's literary 


activity should have been primarily in the first decade of the 
eleventh century. 


The Vakrokti jivita consists of four chapters. It treats of the 
subject by enunciating the fundamental principles ‘in short Kāri- 
kas‘and then elucidating them by prose comments and illustrative 
verses, Both the Karika and the prose Vrtti appear to ,be- of 
common authorship. The manuscript of the work as we have it 
in therMadras Oriental Library, is corrupt especially in the third 
and the fourth chapter, Even the Karikas are missing sin many 
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nstructed from the words 
I have attempted to get at 


: places, and they have often to be reco 
commented upon in the prose Vriti. 
such original Karikas wherever possible in all the four ch: 
but the first two chapters of the work have now been x spa 
ble by their publication in the Calcutta Orientalseries, T te it d 
and fourth chapters are so corrupt that, euet disc Ed EE: 
other manuscripts, their publication will be almost ‘impossible, 


Yet it is quite possible to make out the general sense of the 
principles expounded therein, ; 


hat Kuntaka's conception of poetry is stated by him in Chapter I, 
Karika 8. Poetry is well-matched form and content—where sounds 
beautifully vie with sounds and ideas with ideas (परस्परस्पधित्वलक्षेण 
साहित्यम्‌ p. 11)1—set in the composition of the poet whose activity 
deviates from the general mode (of activity involved inthe writing 
of philosophical or scientific treatises) and which-—the compositiori 
— gives that aesthetic pleasure to those who know its true nature 
This deviation in the activity of the poet is, as Mankhaka puts it in 
his Srikanthacarita (Canto 11, 11 and 14), like the beautiful curve 
of the crescent moon and quite unlike that of the dog's tail.? 
Significative words and their senses form the body of‘ poetry. 
and Vakrokti consisting in the clever and dexterous choice ‘of 
words and ideas, forms its embellishment.3 (P. 20, Chap. 1, 11.) 
Kuntaka brings under VacakaSabda and Vacyartha not only 
words of primary significative capacity and their primary senses 
but also suggestive words and suggested ideas.4 (P. 14.) These by 


1. See page 118 fn. 1. 
2, Mankhaka. Srikanthacarita. : 


u 11. वाणी किमेणाङ्ककलेव धत्ते उङ्क विना वक्रिमविश्रमेण | 
p, 14.'''किं तुच्छेश्वपुच्छच्छठ्येव वाचा । ` a 
3, Vakrokti-J., p. 20. e s 
एवं पदार्थयोः प्रसिद्धस्वरूपातिरिक्तमन्यदेव रूपान्तरममिधाय न Td- 
मात्रमेव कान्योपयोगि, कि ठु वैचित्रयान्तरविशेष्टमिद्याह-- Mei j 
उभावेतावलंकार्यी तयोः exem: । ` ds 
वक्रोक्तिरेव वैदगध्यभज्ञीभणितिरुच्यते ॥ 
4, Vakrokti-J., p. 14. Bol. ae x 
वाच्योऽथौ वाचकः शब्दः प्रसिद्धमिति यपि | ^ 700 
तथापि काब्यमागेऽस्मन्परमार्थोऽयमेतयोः ॥ ˆ” ` rA 
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themselves do not constitute poetry, but they do, only. When’ 
adorned by that jewel, Vakrokti. 


' Six varieties of Vakrokti are distinguished.! (Chap. I, Kāri. 
kas 19-22.) (i) Varnavinydsavakrata corresponding to the Sabdalan. 
karas, (ii) Padapürvárdhavakratà or the choice of word-stems, (iii) 
Pratyayavakrata or the use of affixes, (iv) Vakyavakrata under 
which all the Arthalankaras are brought, (v) Prakaranavakrata or 
the choice of, or the change made in, the incidents of the plot and 
(vi) Prabandhavakratà or the construction of the plot itself. In tpe 
first chapter the general conception of all these varieties is fully 
explained with reference to suitable illustrations. The second 
chapter takes up for detailed consideration the first three varieties, 
In the third is dealt with Vakyavakrata and in the fourth Pra. 
karanavakratà and Prabandhavakrata. The manuscript breaks off 
towards the end of the fourth chapter, and most probably, as all 
the varieties of Vakratà mentioned in the first. chapter have been 


ननु च द्योतकव्यज्ञकावपि शब्दौ सम्भवतः, तदसंग्रह्मन SIE: 
यस्मादर्थप्रतीतिकारित्वसामान्यादुपचारात्तावपि वाचकावेव | एवं द्योलव्यज्ञबयो- 
Wat: प्रत्येयत्वसामान्यात्‌ उपचाराद्वाच्यत्वमेव | तस्माद्वाचकत्व वाच्यत्वं च 
शाब्दार्थयोर्लोके सुप्रसिद्ध॑ यद्यपि लक्षणम्‌, तथाप्यस्मिनलौकिके मार्ग कविकर्म- 
वर्त्मनि अयमेतयोर्वक्ष्माणळक्षणः परमार्थः किमप्यपूर्वं तत्त्वमित्यर्थ: | sea 
Riee— 

शब्दा विवक्षितार्थेकवाचको5न्येषु सत्स्वपि | 

अर्थः सह्ृदयाह्मादकारिस्वस्पन्दसुन्दरः | Vakrokti], p. 15. 

1. VakroktiJ. Chap. I, Kārikās 19-22, 

कविव्यापारवक्रत्वप्रकाराः सम्भवन्ति षट्‌ | 

Sh बहवो भेदास्तेषां विच्छित्तिशोभिनः ॥ 

वणैविन्यासबक्त्वं पदपूर्वीधवक्रता | 


वक्रतायाः परोऽप्यस्ति प्रकारः प्रत्ययाश्रयः [| 
वाक्यस्य बन्रमाबोऽन्यो भिद्यते यः सहस्रधा | 


यत्रालकाखर्गो5सौ सर्वो&प्यन्तर्भविष्याति | 
वक्रभाव: प्रकरणे प्रबन्ेऽप्यस्ति यादृशः | 


उच्यते सहजाहार्यसौङुमायैमनोहरः ॥ 
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dealt with there was no further chapter, and many leaves are not 


wanting to complete the work. 

Though Kuntaka belongs toa different school of critical 
thought, he fully recognises the individuality of Dhvani $ ia 
tion and suggested element) in poetry and also its subi a ` 
aesthetic pleasure,! (Vakrokti-]., Chap. I, pp. 42-4) While d 2 
sing the dignity of Alankara (o Parivrtti in -the third Gades 
(p. 167) he would treat it as Alankarya (that which is to be idit 
ed) involving suggestion whic 2 


। ! ; h is always delectable. He agrees 
at the same time with Dhvanikāra’s threefold classification of the 
suggested ideas into Vastu, Alankàra and Rasa, (Dhv. p. 15.) Par- 


yayavakrata, where words with a double meaning are used to lead 
to the suggestion of some metaphor or simile, is expressly stated 
by him to come within the province of .a particular variety of 
Dhvani called Sabdagaktimiiladhyani, and he even cites the same 


— 


b Yakroktb]o pedo 5 | 
P. 42. पुनर्विचित्रंमेव प्रकारान्तरेण लक्षयति-- ` 

. यत्रान्यथाभवत्सर्वमन्यथैव यथारुचिं | | 

भाव्यते sper महाकवेः | 
?. 43. कविना नूतनत्वेन यदुल्लिखितं तदतीव ग्रतीयमानमहत्त्वव्यक्तिपरवेन 
चमत्कारकारितां प्रतिपद्ते। | _ ४8: :” 
विचित्रमेव प्रकारान्तरेणोन्मीलयति-- 

प्रतीयमानता यत्र काव्यार्थस्य निबध्यते । 

वाच्यवाचकवृत्तिभ्यां व्यतिरिक्तस्य वस्तुनः || 
?. 44. एष च प्रतीयमानव्यवहारः ` वाक्‍यवक्रताव्याख्यानावसरे - सुतरां 
समुन्मील्यते । | | 
2, Vakrokti-J., Chap. III, p. 167. 

न तु RA अल्यन्ताभावोंडस्मामिरमिधीयते वर्णनीयत्वादळंकातिन 
भवतीत्यस्माक अभिप्रायः | न च प्रतीयमानतामात्रं अलंकरणत्वसाधन, 
अळंका्वस्तुमात्रेऽपि तस्याः सम्भवात्‌ | तथा चैतदेवोदाहरणम्‌ | न च प्रतीयमाने 
तदळंकरणं तद्विदाह्रदकारितवादिति युज्यते वक्तुम्‌। अळंकार्येऽपि तद्विदाह्णद- 
कारितदर्शनात.; वस्तुमात्रं अळंकार रसादयश्वेति त्रितयोपप्तेश | 
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illustrations given bY. Anandavardhanaj (Dhv. pp. 99, 127; 
Vakrokti-J., Chap. II, pp. 75-6) Upacáravakratà enlivens many 
Alankiras like Rüpaka, etc. (p. 83). These are dealt with in the 
Hrd chapter. Many of them are two fold, express and suggest. 
ed. ‘Suggested Rüpaka' is illustrated by a verse of Ananda 
cited by him also as an instance of Rüpakadhvani.? (Vakrokti-].. 
Chap. ILL, p. 142; Dhv. p. 110.) Suggested Upama covers many 
Alankaras like Dipaka, Nidarsana, etc. Suggested superiority 
(Vyatireka) is also admitted and justified by a reference to 
Ananda's definition of Dhvani.3 (Vakrokti-J., Chap. III, 174-5, 
In the first. Karika of the third chapter, the term ‘ Vakragabda’ 
and not‘ Vacakagabda’ is used in order to show that description 


1. "Vakrokti-J., Chap. II, pp. 75-6. 
पर्यायवक्रतां पुष्णाति | यस्मांदेवेविधे विधये प्रस्तुतस्य अग्रस्तुतेन सम्ब- 
न्धोपनिबन्धः रूपकच्छायासंस्पर्शात्‌ | गोर्बाहीक इत्यनेन न्यायेन Ex 
निबन्धनस्योपचारस्य सम्भवद्वारेण कदाचिदुपमामुखेन वा यथा--स एवायं स इवाय- 
मिति वा--एष शब्दशक्तिमूलानुरणनरूपव्यज्ञयस्प पदध्वनेर्विषयः | बहुषु 
चैव॑बिधेषु ag वाक्यध्वनेवी | यथा “'कुसुमसमयमुपसंहरन्नुत्फुळमक्लिकाट्रहासा 
व्यजुम्भत ग्रीष्मामिधानो महाकालः? ista Dhv. p. 99, 
` यथा--त्तेडस्मिन्महागप्रल्ये धरणीधारणायाधुना त्वं शेष इति 
Dhv. p. 127. 
अत्र युगादयः शब्दाः प्रस्तुतामिधानपरत्वेन प्रयुज्यमानाः सन्तो5प्यप्रस्तुत- 
वस्तुप्रतीतिकारितया कामपि काव्यच्छायां समुन्मीलयन्तः प्रतीयमानाळंकार- 
व्यपदेशभाजन भवन्ति | | 
_ 2. Vakrokti-J., Chap. III, p. 142. 
प्रतीयमानं (रूपक) यथा--- » 
छावण्यकान्तिपरिपूरितदिङ्सुखेऽस्मिन्‌ etc. Dhy. p. 110. 
` > Spr त्वन्सुखमिन्दुः इति रूपकम्‌ प्रतीयमानतया कविनोपनिबद्धम्‌ | 
3. Vakrokti-J., pp. 1745... 
शब्द; प्रतीयमानो वा स द्विविधः सम्भवति । | ! 
तदिदसुक्तमू--- sh शब्दो वा तमथमुपसर्जनीकृतस्वार्थी ॥ ec 


Dhy. P: 3}. 
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is possible not only through ex 
à press words but : 
words and suggested ideas. (Vakrokti-J, Chaps It, p 08) Thus 
. J le /, 


Kuntaka never denies the general co : 
à al conc zar discs 
include iundep Dhara (inani ept of Dhvani nor does he 


function of Dhvani agrees wi 
tha in the expression of the 
and Vyatigyartha are called, 
yartha.? (Chap. I, p. 14.) 


Speaker's intention,’ VyaiijakaSabda 
by courtesy, VacakaSabda and :Vàc- 

His attitude towards Rasa also is not antagonistic ^ The 
picture of the doings of Gods, demi 


-gods and men animated by 
the sweet Rasas, like love, forms a principal function of the poet.3 


(Vakrokti-]., Chap. III, pp. 107-8.) The dignity of Alaükàra is 
denied to Rasavad, Preyas, Ürjasvi and Samihita as conceived 
by earlier writers, for these, like Svabhavokti, form the subject of 
treatment or Alankarya.* (Vakrokti-]., Chap. I, pp. 21-3; Chap. IIT, 
pp. 113, 123, 124-126 and 129.) Here.the definitions and illustra- 


—— 3 3 बल 


1. VakroktiJ. Chap. IIT, p. 98... 
वाक्यवक्रता — ` | 
उदारस्वपरिस्पन्दसुन्दरत्वेन वस्तुनः | 
वक्रता वक्रराब्देकगोचरत्वेन वर्णनम्‌ ॥ 


वक्रशब्दैकगोचरत्वेन--वक्रोी योऽसौ नानांविधवंक्रताविशिष्टः शब्द: 
काश्चिदेव वाचकविशेष:, विवक्षिताथसमपणसमर्थस्येव एकस्य केवलस्य, 'गोच- 
रत्वेन प्रतिपाद्यतया विशेषणत्वेन । वाच्यलेंनेति नोक्तः, व्यज्ञयत्वेनापि 
ग्रतिपादनसम्भवात्‌ | ` HTS 67002: 11. 
‘2. "Vakrokti-., p. 14. 
` उपचारात्तावपि वाचकावेव Seepage 122. | 
‘See contra Dr. S. K. De, Vakrokti-J., Introduction, pp. 27-29. 4e 
3. Vakrokti-J., Chap. III, pp. 107-8. ’ EIQUE iet 


मुख्यं सुरासुरादि सत्कर्वानां वर्णनास्पदम्‌ | 
भवल्यक्षिष्टरत्यादिपरिपोषमनोहरम्‌ || ^ 

4. VakroktkT, Chap. 1, pp. 2 

. अलंकारकृतां येषां स्वभावोक्तिरलंकृतिः | 

` अलंकार्यतया तेषां किमन्यदवतिष्ठते ॥. . :' 


d सुकुमारमानसत्वाहिवेकड्ेशद्वेषिणः । 
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tions of these Alankaras given by Bhamaha, Dandin and Udbhata 
are severely criticised, and Udbhata is ridiculed for his inconsis, 
tency in being an ardent follower of Bharata and at the same time 
recognising Urjasvi to be an Alankara.!. Dhvanikara S definilion of 
Rasavad is respectfully shelved aside and interpreted differently. 
(Chap. 111, p. 118.) Then he enunciates his peculiar conception 
of Rasavad which, being the life ofall Alankaras, forms the very 


— *., 


हळ, Chap. III, p. 113, 
न रसवदलंकारो वर्ण्येमानस्य वस्तुनः | 
- स्वर्पादतिरिक्तस्यापरस्याप्रतिभासनात्‌ ॥ 
Ibid. p. 123. : : 
एतदेव प्रकारान्तरेण प्रव्याख्यातुसुपक्रमते--- 
^ अन्यत्रादरीनादप्युपमादेरिव च काचित्‌ | 
'नाळंकरणता युक्ताविभूषणत्वात्रेयसः ॥ 
( युक्ता अविभूषणत्वातू ) 
Vakrokti-J., Chap. III, p. 124. 
एबमलकरणतां प्रेयसः ग्रत्यादिश्य वर्णनीयशरीरत्वात्‌ तदेकरूपाणामन्येषां 


प्रत्यादिशति--- 
ऊर्जर्युदात्ताभिधयो: पोर्वापर्यप्रणीतयोः । - 
अळंकरणयोस्तद्दद्भूषणत्वं नं विद्यते ॥ . 
Jbid., Chap. III, p. 126, : . 
उदाहरणमेवोजितम्‌ [The instance of THT given by Bhümaha.] 


तदेवमय॑प्रधानचतनलक्षणेपाकृतातिशयविशिष्टचित्तवृत्तिविशेषवस्तुस्वभाव एव 
मुख्यतया वर्ण्यमानत्वादळंकार्यः, न पुनरलंकार: dade “ उदार” इति | 
(See Chap. III, ए. 98) तस्मादेवंविधस्य  चित्तवृत्तिविशेषत्वाद्रस भावतदा- 


मासानां यथायोगमेकस्मिन्विवक्षावशादन्तर्भाव: सम्भवतीव्यळंकार्यत्वमेव युक्तम्‌, न 


पुनरळंकरणभाव इति । 
Ibid., p. 129. 
एवं समाहितस्यापि अलंकार्यत्वमेव न्याय्यं न पुनरलंकरणभावः | 
l. See ante P. 11 fn. 2. 
2. ibid. p. 118, Chap. III. . bites 


शरङ्गारादिरसनिष्यन्दुन्द्रस्य सत्कविग्रवाहस्य .नीरसत्व प्रसज्यत इति | 


प्रतिपादितमेव पूर्वसूरिभिः | यदि वा वैचित्र्यान्तरमनोहारितिया रसवदलंकारः 
प्रतिपाद्यते यथाभियुक्तसैसतैरेवाभ्यधायि- — Be: 
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KUNTAKA iy 


essence of poetry. That is i : 

poetic theme, equals Rasa भली न पा as er a 
those who know its true nature, The verse sie, 5 
(S. Act 1.) illustrates this Principle. Here the love of D is à; 
for Sakuntalà is developed through the mischievous, thou rH : 
cent, play of the bee about her body. The वता भदत a ERU 
sing directly Dusyanta's feelings at the sight of कतार 1 
it to be understood from his jealousy towards the luck b sel 
enjoyed the person of his love.1 (Vakrokti-]., Chap "i कर 131 
133.) This Alankara shines brighter? than all others like the 
diadem on the head. Prakaranavakrata. or the change introduced 
by the poet in the incidents of the traditional plot is justified only 


CHAP. IX] 


्रधानेऽन्यत्र वाक्यार्थ GATE तु रसादयः | 

काव्ये ARASH रसादिरिति मे मतिः || (Dhv. p. 71) 
तत्रान्यो वाक्यार्थः । | 

1, Vakrokti-J., Chap. III, p. 131. : 

नूतनातिशयविधायिनः काव्यार्थस्वरूपस्याळंकाराः ततस्तानुपक्रमते-- : 

यथा स रसवनाम सवीळंकारजीबितम्‌ | K 

काव्येकसारतां याति तथेदानीं विविच्यते | 

तमेव रसवदलंकारं लक्षयति रसेनेत्यादि- 

रसेन वते तुल्यं रसवत्तविधानतः | 

स रसवदळूंकारस्तद्विदाह्णादनि्मितेः ॥ | 

यथा चलापाङ्गां ES etc. S. Act I. 


Lbid., p. 133. 1 à 
अत्र परमार्थः--प्रधानवृत्तेः TS भ्रमरसमारोपितकान्तावृत्तान्त; 


रसवदलंकारः शोभातिशयमाहितवान्‌ | यथा वा “कपोले qure इत्यादौ । 
, (Quoted .Dhv. p. 86.) 


तदेवमनेन न्यायेन “feel हस्तावलम़ ” इत्यत्र . रसवदळंकारप्रत्या- 
ख्यानमयुक्तम ; सत्यमेतत्‌ ,-कि तु विप्रलम्मश्रज्ञारता तत्र, निवायते | शेषस्य 
पुनः तत्तुल्यबृत्तान्ततया रसवदळंकाय(र ¦ )त्वमनिवार्यमेव । . 
2. Ibid., p. 134. ! 3311101012). 
अयं सरसवतां सर्वीलंकाराणां चूडामणिरिवाभाति | . ` | 
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as contributing to the easy and natural development of Rasa, 
Kalidasa’s introduction of the curse of Durvasas in the fourth 
Act of the Sakuntala exonerates Dusyanta from his otherwise, 
wilful, cowardish, criminal and monsterlike repudiation | of his 
lawfully wedded spouse. Quite unlike the Amazon, with her 
child, arguing out her case like an able lawyer RR King's 
Court as represented in the Mahabharata story, akuntala’s 
appearance and later repudiation in her full pregnancy heightens 
the pathos of the situation. Other incidents from the Udatta- 
raghava of Mayuraja and the Vikramorvasiya are also cited.! (Chap, 
IV, pp. 195-6, 212, etc.) It is a stroke of genius that Karuna Or 
pathos is. developed and sustained throughout the play Tapasa- 
vatsaraja without any feeling of satiety whatsoever.? (P. 202.) In 
short it is by the development of the sweet and delectable Rasas 
that the creations of poets live and not by the clever narration of 


>> —Ó——— 
D 


x ee ee etii 
———- 


1. Vakrokti-J., Chap. IV, p. 195. : 
ist महाकविप्रबन्धेषु ` प्रकरणवक्रताविच्छित्तिः रसनिष्यन्दिनी 
सहृदयैः स्वयमुत्प्रेक्षणाया । "n 
इमामेव प्रकारान्तरेणं प्रकाशयति-- 
इतिवृत्तप्रयुक्तेऽपि कथावैचित्र्यवर्त्मनि | 
उत्पा्यलबलावण्यादन्यावगतिवक्रता ॥ 
ep प्रबन्धस्य सकलस्यापि जीवितम्‌ | 
भाति प्रकरणं काष्टाधिरूढरसनिभरम्‌ ॥ 
Ibid., p. 212. 
पुनरप्यस्याः प्रभेदमुद्भावयति--- 
यत्राङ्गिरसनिष्यन्दानिकघः कोऽपि लक्ष्यते | 
„ पूर्वोत्तैररसंपाद्यः साङ्कादेः कापि वक्रता. (| 
` ‘2. Zbid., Chap. IV, p. 202. 
अस्या एव प्रकारान्तरं प्रकाशयति-- 
7705 प्रतिम्रकरणं प्रौढप्रतिभाभोगयोजित: | 
“~ ` 'एक एवामिघेयात्मा बध्यमानः पुनः पुनः ॥ [d 
न WU पुनरक्तपात्रतामासादयती्ाह--  * . | 0x77 
अन्यूननूतनोळेखरसालंकरणोज्ज्वळ: oe 
बध्नाति वक्रतोद्वेदभर्जञमुद्वाविताद्वंताम्‌ जा AFBI She 
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akratà or : the complete’ change 
by- the Venīsainhära, where the 
ahābhārata is abandonéd and Vira 
astly Kuntaka agrees with Anan 

vardhana in thinking that the d à oh eee 


| Ominating Rasa of the Rámavar 

is Karuna and. of the Mahabharata is Santa.3 (Ibid., p. 221. y^ 
Kuntaka's conception of Vakrokti could not have been deve. 
loped from Manoratha’s mentioned ir 
where it—Vakrokti--means only 


(Dhv., pp. 8, 9.) As he conside 


the story.! (P. 199.) Prabandhay. 
in the main story is illustrated 
main Rasa, viz., Santa of the M 
is developed.? (Ibid., p. 219.) प्‌ 


à, to be the very essence of poetry 
(Vakrokti-]., p. 193), it was prob: 1 i uh 


regarded it an essent 


1. Jbid., p.199, Chap. IV. . " 
निरन्तररसोद्वारगभसन्दर्भनिर्भरा: | 
गिरः कवीनां जीवन्ति न कथामात्रमाश्रिता; | 
erac) । . । 
2. Lbid., Chap. IV, p. 219. KA दे 
एवमनेकप्रकारां ..प्रकरणवक्रतां प्रतिपाद्य समुदायात्मकस्यु प्रब॒न्धस्यापि 
ताममिदधाति-- [|| 
इतिवृत्तान्यथावृत्तरससंपदुपेक्या | .  ... . . 
रसान्तरेण रम्येण यत्न निर्वहणं भवेत्‌ |  : ,,. ५. 
तस्या एव कथामूर्तेः आमूलेन्मीलितश्रियः | 
विषयानन्दनिष्पत्त्यै सा प्रबन्धस्य वक्रता ॥ 
3. Vakrokti-J., Chap. IV, p. 221. : 


i रामायणमहाभारतयोश्च (करुण). araf पूरवसारैमिरेब निरूपितम्‌ | 


— 


4. Dhy., p. 9, Locana. , ; 

४ वक्रोक्तिः उत्कृष्टा सङ्घटना ” 

5. Vaktokti']., p. 193. | LR de 

एवं सकलसाहित्यसवैस्वकल्पवाक्यवक्रताप्रकाशनानन्तरं | START 
प्रकरणवक्रतां अवतारयति | 

alicia, SRE T EM “> 

os सैषा सर्ैंव Rai विभाव्यते | ' "` ` 

-.... . यत्नोडस्यां कविना कार्यः" कोऽछंकारोऽनया विना ॥ ' ` 
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(Bhamaha II, 85) and by Dandin who classified all poetic language 
into Svabhavokti and Vakrokti.! (K. D. 11, 362.) Following Bhs. 
maha, Kuntaka denies the dignity of Alatkara to Svabhavokt; 
and ridicules Dandin for admitting it to be one ; yet unlike 
Bhimaha he is aware of its aesthetic delectableness.* (Vakrokti. 
J., Chap. 1, PP. 21-2.) His treatment of the Alankaras differs in 
many respects from Bhamaha, Dandin, Udbhata and other 
writers, and he is so unsparing in his criticisms of these that m 
one place he exhibits his extraordinary conceit by dismissing the 
observations of an old writer as the twaddle of an idiot;3 
(Ibid., p. 162.) He professes some respect for Anandavardhana, 
and the teachings of the latter have such a strong hold ovér 
him that he perforce includes the different principles in the Rasa 
and Dhvani theories under one or other ofthe various species of 
Vakratà. There is much truth in Mahimabhatta’s remarks that 
Kuntaka makes the same classifications and cites identical . illus- 
trations as those of Dhvanikara, and also great reason in his 
identification of Vakrokti with Dhvani for purposes of his 
attacks on the former.4 (Vyakti, p. 28.) Kuntaka's Vakrokti is cer-. 


1. K. 1.11, 362. (See page 23.) 
भिन्नं द्विधा स्वभांवोक्तिवक्रोक्तिश्वेति वाङ्मयम्‌ || 
2. Vakrokti-J., Chap. I, pp. 21-2. (See page 125 fn. 4.) 

Did p.24. सवथा यस्य कस्यचित्पदार्थजातस्य कविव्यापारविषयत्वेन 
वरणनापदवीमवतरतः स्वभाव एवं सहृदयाह्वादकारी काब्यरारीरत्वेन वर्णनीयतां 
प्रतिपद्यते | ipn 

3. Vakrokti-].; p. 162. -> ) 9 
यदमियुक्ततरैस्तैरेवाभ्यघायि न तदपि युक्तियुक्तम्‌ | यथा-- 

`. यैदृष्टान्त(?)सा न वा व्युष्टा (वृषा सा न वा दृष्टा) मुषिताः सममेब ते | 
हृतं हृदयमेतेषामन्येषां चक्षुषः फलम्‌ || 

एतद्ङंकारवा्तामात्रानामिज्ञस्य कस्यचित्‌ ग्रलपितमपिं सचेतसां 
प्रतिभासते । TO eS 

4 Vyakti, p. 28... E 
यत्‌ पुनः “ शब्दार्थी सहितौ वक्रकवि ttt: इत्यादिना 
TATE ae see, ame नाम 
काव्यस्य जीवितमिति, सहृद्समानिनः केचिदाचक्षते. तदप्यसमीचीनम्‌ |... en 
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tainly new wine in old bottles, 
scope of the old term, Vakrokti 
further thinking and make it alm 


His is an attempt to widen the 


its first exponent in the same ma 


nner as th 
put forward by Mahimabhatta, o € theory of Anumana 


f whom we shall speak presently, 


į, 
— 


प्न हे द्वितीयपक्षपरिम्रहें पुनः Se लक्षणमनयां मज्नवामि- 
. हितं भवति, अमिनत्वाइस्तुन: । अत एव 'चास्य त एव मेदा तान्येबोदाहरणानि 
तैरुपदर्शितानि | तच्चायुक्तमित्युक्त, eat च । ` ' ` AES 
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CHAPTER X. 
MAHIMABHATTA 


Mahimabhatta is the aggressive representative of the Ang. 
mina school and.the reputed author of the Vyaktiviveka, : He 
describes himself at the end of his work as the son of Sridhairya 
and the pupil of the great poet Syamala. This poet is quoted by 
Ksemendra in his Aucityavicaracarca (p. 125) and Suvrttatilaka 
(pp. 44-5) As two of these verses are found in the Padataditaka 

f Syamilaka! (verses 33 and 125) the teacher of Mahima and this 
poet are identical. Further the verse वेलानिलेः etc (No. 55) of the 
Padataditaka is cited anonymously in Kuntaka's Vakroktijivita 
(p.50). Ksemendra is a pupil of Abhinavagupta? (Brhat. M, 
Chap. XVIII, Verses 36-8 ; Bharata M., last chapter, verses 7 and 
8) and this Syámala who is cited by Ksemendra and Kuntaka 
should at the latest have been a contemporary of Abhinava. Fur- 
ther Mahimabhatta, in his eagerness to win rapid fame, rushed 
_ forth with his attacks on the Dhvani theory without even studying 


— — — ———— —— 


1. Padataditaka Verse, 33. 

चुम्बनरक्तं सोऽस्या दरानम्‌ etc 
Do. Verse, 125. 

धृतो गण्डाभोगे कमल इव बद्धो मधुकरैः c 

2. Brhatkathamanjari, p. 620, Chap. XVIII, verses 36 and 37. 
क्षेमेन्दनामा तनयस्तस्य विद्वत्सु विश्रुतः | 
प्रयातः कबिगोष्ठीषु नामग्रहणयोग्यताम्‌ || 
श्रुत्वाभिनवगुप्ताख्यात्साहित्यं बोधवारिधे: | 
आचार्यरोखरमणेवि्यावित्रतिकारिणः ॥ 

Bháratamanjari, Last Chapter, verses 7 and 8. 
क्षेमेन्द्रनामा तनयस्तस्य विद्वत्सपर्यया | 

5 परयातः क्रविगोष्टीपु नामप्रहणयोग्यताम्‌ AD: (७) 


भ्ुत्वाभिनवगुप्ताख्यात्साहित्य बोधवारिषेः 1: (८) 
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the Hrdayadarpana 7; and this work of Bhattanàyaka had 

probably gained wide publicity when Mahimabhatta E fis 
Vyaktiviveka. Again he quotes Abhinava's criticisms of Bh 5 
nāyaka’s attacks on the definition of Dhvani, and dismisses Es 
as rabid nonsense.? (Vyakti, p. 19.) He calls Abhinava "Vidvan- 
mani" or one who pretends to be a learned pandit. His 
attacks on Kuntaka' are even more personal and प्न, 
and he prides himself! in having held up to ridicule हैं 
verse regarded as a gem by Kuntaka.3 (bid. ‘pp. 28, 37 and 58.) 
These are characteristic only of a contemporary rival theorist; 
and Mahimabhatta, the pupil of the poet Syamala, should ave 
been a younger contemporary of Abhinava and Kuntaka : and 
most probably he flourished in the first quarter of the eleventh 
century. V Lv Pur 


Mahimabhatta is a powerful logician ; and he attempted to 
show that the principle of suggestion enunciated by Anandavar- 
dhana is only a variety of inference. Philosophers have recog- 
nised only two ‘significative capacities in words—Abhidha and ' 
Laksana—and what is this novel capacity called Vyafijana? This 


—— ———— 


—- 


1. Vyaktiviveka, p. 1. s 
सहसा यशो5मिसतु समुद्यतादष्टदरपणा मम धी: ॥ ` 
2 rp i E 
^ अत्र केचिदिद्वन्मानिनः--**“--इति मन्यमानाः“ व्यक्त इति 
द्विवचनेनेदमाह----यद्यप्यविवक्षितवाच्ये शब्द एव व्यज्ञकस्तथाप्यथस्य सह 
कारिता न त्रुट्यति । अन्यथाज्ञातार्थोऽपि शब्दस्तद्यक्षकः स्यात्‌ । विवक्षि- 
तान्यपरवाच्ये च शब्दस्यापि सहकारित्वं waa | विसिष्टरन्दाभिधेयतया 
विना तस्यार्थस्याव्यञ्जकत्वात्‌ 'इतिः Hat शब्दाथयोध्वैन॑नव्यापार:: | एवं च 
भट्टनायकेन द्विवचनं यदूषितं तत्‌ गजनिमीलिकैव | अर्थः . राब्दो 
वेति तु विकल्पामिधानं अ्रांघान्यामिग्रायेंग ”” इति यदाह॒स्तदूश्नान्तिमात्रमूल न 
aaas अवस्तुनिबन्धेन। - ` ` ` Pe ie MESE 


pu Totana, p. 33. joo A | es 
IET Vyakti, pp- 28, 37 and 58. See ante pp. 118 and 130 fn. 4. 
व. bida p.l 3 9 छाए - UT 
अनुमानेऽन्तभावं सर्वस्यापि ध्वनेः प्रकाशयितुम्‌ | 
व्यक्तिविवेकं कुरुते प्रणम्य महिमा परां वाचम्‌ ॥ 
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is put forward to explain the peculiar process, other than Abhi. 
dha and Laksana of words, through which the true import of the 
poetical sentence is arrived at. Mahima contends that this 
process is nothing but ratiocination. Do we find then in poeti. 
cal sentences the five or at least the three members of a syllogism 
that alone forms the basis of any inference? No ; but all these are 
not necessary for intelligent men, because they always getat the 
conclusion by the mere knowledge of the middle term.! (Vyakti, 
p. 12.) If this process is only inferential reasoning, how 151 
that in understanding the ideas expressed in. poetry, there arises 
a peculiar pleasure that is totally absent E arriving at some 
knowledge by means of a logical syllogism ? his is a peculiar 
variety of immediate inference called Kavyanumiti? (Ibid., p. 22), 
where the ideas strike the trained critic at once, without his going 
through the cold process of reasoning ; and it is in the very nature 
of things—and hence unquestionable—that these ideas, when only 
inferred and not understood by express reference through poetry, 
- contribute to that aesthetic pieasure.3 (/bid., p. 12.) These ideas 
that are inferred should culminate in the development of some 


l. Vyakti, p. 12. 
अथ यदि सर्व एव वाक्यार्थः साध्यसाधनभावगर्भ इत्युच्यते, तत्‌-यथा 
साध्यसाधनयोस्तत्र नियमेनोपादानं तथा दृष्टान्तस्यापि स्यात्‌ | तस्यापि व्याप्ि- 
साधनप्रमाणविषयतयावश्यापेक्षणीयत्वात्‌--न ; प्रसिद्धसामर्थ्यस्य साधनस्यो- 
पादानादेव तदपेक्षायाः प्रतिक्षेपात्‌ | 
तदुक्तम्‌ 
तद्भावहेतुभावौ च दष्टान्ते .तदवेदिनः | 
ख्याप्येते विदुषां वाच्यो हेतुरेव च केवळ; ॥ 
2. Vyakti, p. 22. 
वाच्यस्तदनुमितो वा यत्रार्थो5थान्तरं प्रकाशयति । 
सम्बन्धतः कुतश्चित्सा काव्यानुमितिरित्युक्ता ॥ 
3. Vyakti, p. 12. a 
co Tec बिभावादिमुखेन भावानामवगमः तत्रैव सह्ृदयैकसंवेदयो 
रसास्वादोदय इति वस्तुस्वभाव एवायं न पर्यनुयोंगपदबीमवतरति प्रामागि- 
कानाम्‌ | T j 


See also Ibid., p. 14. |, DATA, 
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Rasa, otherwise they are not 
drums.! (Ibid., p. 18.) The fun 
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delectable and are mere conun- 


bid. ction of the poet is only to repre- 
sent the Vibhavas, Anubhàvas, etc., that invariably lead to the 


manifestation of Rasa.2 (Ibid., p. 20.) ` It is accepted also that 
Rasa is the soul of poetry.’ (Vyakti, pp. 20 and 22.) 
Mahimabhatta's conception of the realisation of Rasa is pro- 
bably inspired by that of Sri Sankuka quoted in the Abhinava- 
bharati-(Chap. VI)* and it is almost identical with it, . Vibhavas, 
Anubhavas, etc., are the artificial causes, effects: and “accessories 
for the kindling up of some imaginary or unreal emotions like 
‘love, etc., and when these are inferred and experienced by the 
reader through his complete imaginative sympathy with what is 
described in poetry they become delectable and are called Rasas.5 


l. Vyakti, p. 18. 
तदियमुपायपरंपरोपरोहनिस्सहा न रसास्वादान्तिकमुपगन्तुमलमिति ग्रहे 
लिकाग्रायमेतत्काव्यमिति अतिव्याप्ति: (लक्षणदोष:) | 
2. Jbid.,p. 20. 
कविव्यापारो हि विभावादिसंयोजनात्मा रसाभिव्यक्त्यव्यमिचारी काव्य- 
मुच्यते | 
3. ibid, p. 20. 
काब्यारम्भस्य साफल्यमिच्छता तत्प्रवृत्तिनिबन्धनभावेनास्य रसात्मकत्व- 
मवश्यमभ्युपगन्तव्यम्‌ | तन्मात्रप्रयुक्तश्चव ध्वनिव्यपदेश: | 
Jbid., p. 22. 
काव्यस्यात्माने संज्ञिनि रसादिरूपे न कस्यचित्‌ विमतिः । 
4. See ante pp. 99 to 102. 
5. Ibid. p. 16. om ^ 
यतस्तैरेव कारणादिभिः कृत्रिमैः विभावाद्यमिधानेः असंन्त एव रत्यादयः 
प्रतिबिम्बकल्पाः स्थायिभावव्यपदेशभाज: कविभिः प्रतिपत्तप्रतीतिपथमुपनीयमाना 
हृदयसंवादादास्ादयत्वमुपयन्तः सन्तः रसा इत्युच्यन्ते | 


If asked how could the experience of unreal Gr lead to the 
knowledge of anything real such as MIJAT aesthetic delectation, 
Mahima 1€0105--तदुक्त--भ्रान्तिरपि सम्बन्धतः प्रमा--इति 


मणिप्रदीपप्रभयोः मणिबुद्धयामिधावतोः | | 
मिथ्याज्ञानाविशेषेडपि विशेषो<यक्रियां प्रति ॥ इति च yyakti p.14. 
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Mahima regarded that Rasas are inferred ; and by thus. re, 
ducing the process of the realisation of aesthetic pleasure to ‘one 
of cold reasoning, he took.away much of that Imexpressible 
charm from poetry; and although he distinguished between 
ordinary inference and poetical inference, his theory in the handg 
of lesser critics is apt to make poetry as dry as philosophy, And 
later critics attacked him for this drawback in his theory which, 
like Kuntaka’s, died away for want of adherents, soon after its 
staunch advocate. 


ET à iNest 23 » 
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CHAPTER XI, 

KING BHOJA, 

The next important name is that 
Bhoja, of the Paramira dynasty of Malwa, who reigned glorious- 
lyf 1018 to 1054 A. D. He is famous (GE its eee 
ed patronage of letters “and also ‘his authorship of numerous 
works on the different arts and sciences, Besides the well-known 
Sarasvatikanthabharana printed in Benares and other places he 
Wrote: another voluminous work on poetics called the Srigata- 
pr akasa, which, as ris name indicates, was intended to expound his 
peculiar doctrine that $rügara or love is the only Rasa! “This 
work treats of the subject in 36 chapters extending in the manus: 
cript copy deposited in the Government Oriental Library, 
Madras, for over 1900 pages of paper and about 30,000 granthas 
(or units of 32 syllables); and it is the largest work in Sanskrit yet 
known on the science of literary criticism. -It opens with a 
definite enunciation of his peculiar theory of Rasa leading toa 
consideration of the nature of poetry through which it is realised. 
He cites Bhamaha’s definition of poetry and proceeds atonce to 
a very elaborate, learned and interesting, exposition of the nature 
` of the word (Sabda), its different components and peculiarities of 
grammatical usage. This covets the first six chapters; and seventh 
and eighth deal with the significative capacities ‘of ‘words... The 
ninth treats of the absence of faults and the presence ‘of Gurias 
or poetic qualities, the tenth of Alankaras or. poétic embellish- 
ments in which Ritis also. are included.. The eleventh expounds 
fully his theory of Rasa stated at the beginning of the work and 
incidentally defines a Mahakavya at the end. The different 
(sixty-four) units in the construction of the plot are explained and 
illustrated with reference to the Drama from numerousiplays in 
the twelfth chapter. Chapters thirteen to seventeen deal respec- 
tively with love, bhavas like joy or mirth, etc, the Alambana and 


of the illustrious monarch, 


1. See Report on the working of the Peripatetic Party of the 
Government Oriental Manuscripts Library; Madras, during “1916-1919, 
p. 42. 3 


E below pp. 141 | 
$—18 


EIRP 
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the Uddipana Vibhava of love and the 30१014१४१३) eighteen D 
twenty-one with the four varieties of Srigara—Dharma, Artha, 
Kàma, and Moksa ; and the remaining fifteen CAD With the 
different species of Vipralambha and Sambhoga : and the Work 
concludes with the same two verses as in the Sarasvatikantha. 
bharana with the hope that it. will give eternal pleasure to all 
critics and that it will live to the end of mer 

Dealing with the literary kinds, Bho ja speaks of a Work on 
poetics as a superior kind of composition, for it embodies many 
branches of learning, He exhibits his partiality for his own 
work, the Srigaraprakasa, which he places above all his other 
works as it discusses the truths of all SEL arts, systems of 
philosophy and all topics of human interest.’ (Srüg-P., Chap. XI, 
Vol: II, p.430.) Bhoja’s estimate of this work is no exaggerated 
self-adulation, but only a bare truth. His work teems with quotas 
tions drawn from innumerable works on all the varied branches 
of Indian culture ranging from the erotics of Vatsyayana to the 
abstruse and intricate principles of Mimarhsa and metaphysics, 
He cites profusely the early writers. on literary criticism like 
Bhamaha, Dandin, Vamana, Rudrata and Anandavardhana, 
Gautama, the founder of the Nyaya philosophy, Dharmakirti, 
Kumarila and many others are quoted? in the midst of his learn- 


— 


— c- 


— — 


1. Sfig:P., Vol. IT, Chap. XI, p. 430. 


यस्मिन्ररोषविद्यास्थांनार्थविभूतयः प्रकाशन्ते संहत्य स॒ साहित्यप्रकार: ` 


एताइशो wale | एतस्मिन्‌, श्व॒ज्ञारप्रकाशे सुप्रकाशमेवाशेबशास्रार्थसम्पदुपनि- 
षद मखिलकलाकाब्यौचित्यकल्पनारहस्यानां च सन्निवेशो रयते | 

2. SrigeP., Vol: IV, p. 569. | a 

ऑत्मडारीरो्द्रयार्थबुद्वेमन,प्रवृत्तिदाषप्रेल्भावफलंदुःखापवगास्तु A- 

य॑म्‌_ | Nyàyasütra. I. i. 9, 

Srng-P., Vol. IV, p. 446. : 
/ एव धॅमेकीर्तिनापि स्वभावानुपलब्धिरिति वक्तव्ये स्वभावानुपलब्धि 
कार्यानुपळब्थिः कारणानुपलब्धिः व्यापकानुपलब्धि:... विरुद्धकार्योपर्ल- 
स्थिकादशानुपळब्धय; विकल्पिता: | Nyàyabindu Bib. Ind: pp. 105-6. 


Srig-P., Vol. IV, pp. 452-53. | 
अमिधांत्री श्रुतिः काचिद्विनियोकृत्यपरा तथा | 


विधात्री च तृतीया सा प्रयोगो यन्निबन्धनः ॥ vp TO 
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ed digressions, like the place of Upamana among the means -pf 


valid knowledge accordin i 

the three varieties of Vedic injunction sehools of philosophy 
sore eee njunctions recognised in Mimarhsa, the 
wo sets of six praminas or Principles which respect; : i 
mine the substantive and adjectival ch * ME JT 
rites and also the order in which they E pa vele 
the intelligent applicati आप x j 3 17676 bul 
r pp on of these principles to literature. (Srng- 
» Vol. IV, pp. 460-1.) He often displays his erudition!, as when 
he justifies the use of the word ‘Mana ', ending in the sux l ut, ir 
the masculine gender by pointing to the Mahabhasya on Panini 
I, 111. 1., where the word ‘Anumana’ is put in the same gender. The 
most striking feature of the work is the large variety of illustrative 
verses cited from innumerable masterpieces?, many of which have 
probably succumbed to ihe ravages of time; and it opens 
our eyes to the vastness of the literary treasures possessed 
by the ancients. One perforce feels that, in spite of the great 
care taken to preserve them, only a poor residue thereof 
has been distilled down to us through the ages’. The 


= am 


विधिरत्यन्तमग्राप्ते नियमः पाक्षिके सति | 
तत्र चान्यत्र च प्राप्तो परिसंख्येति गीयते || T. ४. 7. 59: 
1. Spag-P., Vol. IV, p. 424. Mice 
कथं पुनमौन इति ल्युडन्तस्य पुंसि. mah, शिष्टप्रयोगदरशनात्‌ | यथाह 
महाभाष्यकारः “अस्ति क्रिया किं तु साधनेभ्य; प्रथगाख्यातुमशक्‍य अनिर्लुठित- 
गर्भवत्‌; सो5सावनुमानगम्या;. कोऽसावचुमानगम्या; कोऽसौ अनुमान; ¦ 
यत्सर्वेषु साधनेषु सानिहितेषु कदाचित्पचतीत्येतद्भवति कदाचिन्न भवतीति’ | 
See Mahübhüsya याया... | ET 
2, A few illustrative texts from and references to some rare works 


are given below. 
Srag-P., Vol. II, Chap. XII, p. 483. 

तथा पुंसोऽपि हीः यथा-पार्थविजये rud: पराजि बद्धस्याजुनेन 
विक्रमोचितस्य दुर्योधनस्य ; तत्र हि दुर्योधनं अर्जुन आह--न चाहमस्मिन्काळे 
पाण्डवेन नाहूत इति सम्मावनीयं, यस्मादमिन्नमेवारय, युधिष्ठिरमहाराजमवगच्छाम; 
विरोषतोऽस्मिन्‌ काळे | पश्यतु महाराजः. (5७ « Des 

"ARX कुरुपाण्डवान्तरकृतो यस्मिन्नरोषोऽस्ति नः ` ` 

तरिंमस्तत्किमसाधु साधु कथमिल्यार्यी बरिजानन्ति तत्‌ | 
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expository method of Bhoja is often modelled on the appa. 


k 


— 


अंत्रेकामिजनान्वये त्वमिभवः क्षत्रस्य तस्मिन्पुनः 
भ्रातणां पुरतोऽभियोगसमये पञ्चोत्तरं नः शतम्‌ |i 


——— 


‘° id. Vol. IL, Chap. XII, p. 530 
यथा राघवानन्दे — 
L अङ्के न्यस्योत्तमाङ्गं छुबगबळपतेः पादमक्षस्य हन्तु 
sug संडीलं त्वचि कनकमृगस्याङ्गरोषं निधाय | 
` बाणं रक्ष'कुल्धं प्रगुणितमनुजेनादरात्तीक्ष्णमक्ष्ण: 
कोणेनावेक्षमाणर्वदबुजवचने दत्तकणी5यमास्ते || 
s 5 ibid. Vol. II, Chap. XII, P. 550. 
'यथां मुकुटताडित भीम:--- 
'' ध्वस्ताः क्षुधा धातराष्ट्राः समस्ताः 
पीतं रक्त साघु दुःशासनस्य | 
quii कृष्णाकेराबन्धप्रतिन्ञा 
Arla: कौरवस्योरुभङ्गः || 
ऊरू निपीड्य गदया यदि नास्य तस्य 
- `` पादेन रल्नमकुटं शकलीकरोमि | 
` देहं निपीतनिजधूमविजुम्भमाण- 
* ज्वालाजटालवपुषि ज्वलने जुहोमि ॥ 
" rag-P., Vol IV, Chap. XXXI, p. 664, ` 
छित्ता नलः सपदि तद्वसनं निशीथे 
हस्तं गतेन कळिनैव किल क्षुरेण | 
श्रान्तामरण्यसदसि स्वपतीं विहाय 
| भीमांत्मजामाभिमतेन पथा जगाम || 
४1 कळ. Vol. IV, p. 675 
“agate निषधेश्वरेः विबुद्धा 
वनभुवि भीमसुता भ्रमन्मृगीव | ` 
मृगायतुमनुसानु साचुगन्तु C र 
RR दिशि. दृत्तविलोलदीधदधिः || 
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rently inconclusive dialectics adopted by Pataijali in his Maha 


ibid. Vol. IV, Chap XXXII, p 735 rr 
विचिन्वती मांमियमद्रिकुक्षी 
विकुक्षिनाम्ना भुजगेन दष्टा | 
गतासुरास्ते मृगशाबनेत्रा 
मृगावती हा विधिना" हतोऽस्मि | ` 
ibid. Vol. IT, p. 410 
तत्र दोषहानमनौचित्यपरिहरेण यथा--मायाकैकेयीदशरथाम्या. qu 
प्रवासितः, न मातापितृभ्यामिति Metre, अनङ्गावतारस्य प्रदुम्नस्यव 
जन्मान्तरपत्नी Xd: मायावती न गुवैज्गनेति. RS UU दग्धायामपि वासव- 
दत्तायां वैरप्रतिचिकीर्षषा पद्मावती मयोढा, AX च समीदिते तया विना 
क्षणमपि न जीवामीत्यविज्ञातवासवदत्तासंनिधेः वत्सराजस्याप्निग्रवेशाध्यवसायः 
्रियाहृदयतो व्यलीकशल्यसुचखानेति तापसवत्सराजे, निरपख्यः स्वामिकार्य 
साधयामीति प्रभुभक्त्या निरपराधामपि प्रेयसाँ दरध्वा स्वामिकार्यापेक्षया अहमेता- 
वन्ति दिनानि जीवितो, अथ कृतस्वामिकार्यः ' तामेवानुगच्छामीतिं शिवगण: 
speciei tiat मायामयीं चितां प्रियासमक्ष प्रविवेश | सापि तंग्रेमोपदानदरीनापहत- 
प्रियन्यछीका तद्वियोगकातरा तत्ैवात्मानं प्रचिक्षेपेति विश्रान्तशूद्रक, एवमन्य- 


दपि दोषहानमुदाहार्यम्‌ | 
ibid. Vol. II, p. 439 
अभिमतार्थसिद्धये यथा--विण्णोः पारिजातहरणाय हरिविजये | 
ibid. Vol. II, p. 442 
द्विसन्धानं (a literary kind) इत्यनेन वाक्यग्रकरणग्रबन्धानामनेकाथी 
नुसन्धाने कवेः शाक्तिविशेष व्यज्ञयति | ` | 


तृतीयस्य £ यथा दण्डिनो धनञ्जयस्य वा द्विसन्धान' "` 
ibid. Vol. IIT, p. 444 
पञ्चमस्य यथा कीचकवधे-- द्रौपदी विराठमभिमाषमाणा तेनेव वाक्येन 


युधिष्टिरादीनमिभाषते di 
ibid. Vol. II, p. 483 
माया यथा--देवीचन्द्रगुप्ते चन्द्रगुप्तस्य कृतकोन्माद इति ATA माया | 


ibid, Vol. गा, p. 484 


क्रोधो यथा-श्रीविद्याखदेवकुत अमिसारिकावञ्रिते वत्सराजः ` सम्भावितपुत्र- 
वधायै पद्मावत्यै क्रद्धस्तथाम्यधात्‌ “AGATE” ete 
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bhasya, and his style is likewise simple, direct and forcible. 
(Srüg-p., Chap. XI. Vol. II, p. 369-70). 


Earlier writers have recognised the Rasas to be ten and the 
foolish; unthinking world, after the manner of the blind leading 
the blind, has accepted them as scriptural truth, .and Bhoja's 
effort is to dispel this time-honoured darkness from their minds 
and to establish that Srigara or love is the only Rasa.? That sup- 


LA —————M—— ——— —— ———————— 
— 


1. Bhoja’s method of exposition modelled on that of the Maha. 
bhasya. See e.g, 


&ügP. Vol. IT. Chap. XI p. 368-70. 
अथ रसवदिति किं मत्वर्थायः उत वतिः। किं चातः? यंदि मत्वथीयः 
[ara सम्भवति] यथेच्छसि तथास्तु । अस्तु तावन्मत्वर्थीय: | 
ननु चोक्तं मत्वथीभावात्तदनुपपत्तिः ; रसवतो रामादेयेद्रचनं तद्रसमूलत्वाद्रसवत्‌ ; 
अभेदसमध्यारोपाच कविनाचुक्रियमाणस्यानुकरणमपि रसत्रत्‌ | अथ वा पुनरस्तु 
वति; ; ननु चोक्तं वव्यर्थानुपपत्तेने वतिः ; अत्रापि नानुपपत्तिः ; तदहमिति 
बचनाद्वति: भविष्यति; रसान्प्रतिपादयितुं यदर्हीति तद्रसवत्‌ ; अति च रसवत्‌ 
रामादिवचनमनुक्नियमाणममेदसमध्यारोपात्‌ रसान्प्रतिपादयितुमिति रसवद्भवाति || 
2. Srng-P., Vol. I, p. 2-3. Bhoja's theory of Rasa 
श्वृज्ञाखीरकरुणाडुतरौद्रहास्य- 
बीभत्सवत्सलभयानकशान्तनाम्नः | 
आम्नासिषुदेरा रसान्सुधियो ad तु 
THAT रसनाद्रसमामनाम; || 
वीराद्वृतादिषु च येह रसप्रसिद्धिः 
सिद्धा कुतोऽपि वटबृक्षवदाविभाति | 
लोके गतानुगातिकत्ववशादुपेता- 
मेतां निवर्तयितुमेष परिश्रमो नः ॥ 
अग्रातिकूळिकतया मनसो सुदादे- . 
ये; संविदोऽनुभवहेतुरिहाभिमानः | 
Sb रसः स रसनीयतयात्मरक्ते . 
रत्यादिभूमनि पुनर्वितथा रसोक्तिः ॥ 
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ce of all impediments through the Vibhavas 
J 
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reme egoism or self- 
realised in the absen 


रत्यादयो्धरातमेकविवर्थितानि 
भावाः पृथग्विधविभावभुवा भवन्ति | 
अज्जारतत्तममितः परिवारयन्तः 
सप्ताचिषं युतिचया इव वर्धयन्ति || 
आभावनोद्‌यमनन्यघिया जनेन 
संभाव्यते मंनसि भावनया स भाव: | 
: यो .भावनापथमतीत्य विवर्तमानः 
साहेकृतौ हृदि परं स्वदते रसोऽसौ ॥ 
. रत्यादयो यदि रसाः स्युरतिप्रकष 
हषोदिमिः किमपराद्वमतद्विभिन्नः | 
अस्थायिनस्त इति चेद्भयहासशोक- 
क्रोधादयो बद॒कियचिरमुळर्सन्ति ॥ 
स्थायित्वमत्र विषयातिशयान्मतं चेत्‌ 
चिन्तादयः कुत उत प्रकृतेर्वशेन | 
तुल्यैव सात्मनि भवेदथ वासनायाः 
सन्दीपनात्तदुभयत्र समानमेव || 


अंतः सिद्धमेतत्‌ | रत्यादयः श्वज्गारप्रभवा इति | एकोनपश्चाराद्भावा वीरा- 
दयो मिथ्यारसंप्रवादाः | SHR एवैकः चतुव्गेककारणे, स रस इति | स चा(नु?)- 
मवैकगम्यत्वादसवविषयत्वाच्च दुरवसेयः | सम्यगभिनेयेषु वा विदध दैः wae 
मानः सामाजिकैरवधा्यते | प्रबन्धे वा महाकविभियोवदाल्यायमानों विदुषां 
मनीषाविषयं , अवतरति | तत्र न तथा पदाथा; प्रल्यक्षेण प्रतीयमानाः स्वदन्ते 
यथा वाग्मिनां वचोभिराबेद्यमानाः | तदाह--''*. so `”  अतोऽभिः 
व्यवि(१नेतृभ्यः कबीनेव बहुमन्यामहे, अभिंनयेभ्यः कान्यमेवेति | तत्पुनः 
शब्दार्थयोः साहित्यमामनन्ति | तयथा “शब्दाथौ सहितौ काव्यम्‌? (Bhamaha) 
कः पुनः शाब्दः ? येनोच्चारितेनार्थः प्रतीयते । स द्वादराधा etc. 

Srag-P., Vol. II, Chap. XI, pp. 352-55. - 

रसः न प्रमा | तंदुक्तत्‌ -- . WE 

अप्रातिकूलिकतया मनसो मुदादे etc. (see previous page.) 
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Anubhavas and Vyabhicaribhavas represented in action or poetry, 
becomes a blissful state of mind, constitutes Rasa. Emotions like 


love, mirth, etc, are born of the person possessed of this self. 
j : 


DS o O oa a 
ENT रसः; किं तर्हि? शृङ्गारः । श्रृङ्गारो हि नाम विशिष्टेष्टदृष्ट- 
चेष्टामिव्यज्ञकानां आत्मगुणसंपदां उत्क्पेबीजं बुद्धिसुखदु :खच्छाद्वेषप्रयत्नसंस्का- 
राबतिशयहेतुरात्मनो5हंकारविशेष: | स॒ चेतसा रस्पमानः रस त्युच्यते | 
यदस्तित्वे रसिकः, अन्यथा नीरसः इति | तदाविभीवहेतवश्व तत्प्रभवा एंव 
भावा: | ते चैकानपश्चाशत्‌ | REA: रोमाञ्च इत्यादि | 


(p. 354.) if T 
तत्र केचिदाचक्षते 'रतिप्रमवः IRR इति (N.S. P. 63) | वय ठु मन्यामहे 


र्यदीनामयमेब प्रभव इति । शन्नारिणो हि रत्यादयो जायन्ते नाश्वङ्गारिणः | 
sgi रमते स्मयते उत्सहते स्निह्यति इति | ते तु भाब्यमानत्वाद्भावाः, न 
रसाः | यावत्संमवं हि भावनया भोव्यमानः भाव एवोच्यते | भावनापथमतीतस्तु 
रसः इति मनोऽनुकूलेषु दुःखादिषु आत्मनः सुखानुभवाभिमानः W: स तु पारं- 
पर्येण सुखहेतुत्वाद्रत्यादिभूमन्युपचारेण व्यवहियते | अतः न रत्यादीनां रसतं, 
अपि तु भावनाविषयत्वाद्भावत्वमेव | 


(p. 354-5.) DER Se! aa 
Sp सात्तिकाःत्रयखिशाद्वंचभिचारण इति ब्रुवते ; 


नन्वष्टौ स्थायिनः अ 

न तत्‌ साधु | यतोञमीषामन्यतमस्येतेरेव परस्परं निर्त्यमानत्वात्‌ कश्चित्कदाचि- 
each कदाचित्त ब्यभिचारी;-अतः अवस्थावशात्‌ संवेडप्यमी व्यमिचाएंण:, 
gis च स्थायिनः, सात्तिका अपि सर्व एव, मनःअ्रभवत्वात्‌ ; अनुपहित हि 
मनेः TARGA ॥ _ . .---- 

ED PENNE | 

gare विभावानुभावव्याभिचारिसंयोगात स्थायिनो रसत्वमिति, तदपि 
मन्दम्‌) हर्षादिष्वपि विभावानुभावव्यंमिचारेसंयोगस्य विद्यमानत्वात्‌ | तस्माद्रत्या- 
द्यः सर्व एवैते भावाः, श्टज्ञार एव एको रस इति | तैश्च स प्रकाशमानः 
aet विरोषत: स्वदते । | VS 

(p. 355. t ; 

. तत्र केचनाइः--नायं रसः श्रज्ञाराख्यः रत्यादिमिरमिव्यञ्यते, अपि 
त्वालम्बनविमावादुत्पन्नः रत्यादिरेवोद्दीपनविभावादिभिः परं प्रकर्ष्यमाणो Uii 
शृह्गारादिसंज्ञां लभते इति--त एवं प्रष्टव्याः | किमेते रत्यादयः स्वेभ्यः स्वेभ्यः | 
आठम्बनेम्य उत्पद्यमाना; ATA, उत कस्यचिदेवेति ? यदि TATA 
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consciousness, and never is it that these emotions are transformed 
into the delectable Rasas. They only add lustre and beauty to 
Srngara like the rays of light to fire. Jf emotions like love, etc., 
when fully developed become Rasas, why should not joy (Harsa) 
and other Bhavas become so When similarly developed ? If these 


nal moods that endure, tell me dear 
guiscd emotional moods—humour, 


to aesthetic .delectation ? These 
emotionai moods are identical in their nature as they all arise out 


of the instincts implanted in human nature, There is some truth 
in this extreme position of Bhoja as all the world. is pervaded by 
love and there is not one who is unaffected by it. But Abhinava- 
gupta has clearly shown before that, though aesthetic pleasure 
or Rasa is unitary and identical in all cases of its realisation, it is. 
classified into nine in accordance with, the dominant emotional 
moods that iransform themselves into that.aesthetic pleasure ; and 
it is a matter of experience that dominant emotional moods other. 
than love, like pathos, heroism, wonder, étc., do contribute to it 
in accordance with the tastes of different men. 

This thecry of Rasa met with the same fate that overtook the 
two rivals to the theory of Dhvani--the Anumana and the Vakrokti 
—and only a passing reference is made to it by some later writers 
like Vidyadhara and Kumarasvamin. Bhoja accepted the predomi- 
nant place of Dhvani in poetry; and his conception of poetry is a 
happy blending of the different. elements—Alarnkàra, Guna, Riti, 
Rasa, etc., recognised: by the various schools of critical: thought. 


तदा सर्व  जगद्रसिकं स्यात्‌ | न चैतंदस्ति ; यतः कश्िद्रसिकः, 
कश्चित्तु नीरसो RA | न च दृष्टबिपरीतं राक्‍्यमनुज्ञातुम्‌ | अतो न ate 
रत्यादयो जायन्ते | अथ कस्यचित्‌ , तत्र निमित्तमभिधानीयम्‌ | तत्‌ दृष्टमदृष्टं 
वा स्यात्‌ ; न AE अनुपम्यमानत्वात्‌ | अदृ्ड तु साधारणमसाधारणं वा, 
साधारणे पू एव दोषः सर्वे जगद्रसिकं स्यादिति | असाधारणं तु प्रत्यगातम- 
गतानादिवासनानुत्रन्धिधमकार्य भवितुमहीते | तं RE ऽहंकारयुणविरोधं kn 
स श्वन्गारः, सोऽभिमानः, स रसः; तत एब रत्थादयों जायन्ते. । तैश्वायं 
TENG: सप्ताचिरचिश्चैरिव प्रकाशमानः अ्रज्ञारिणमेव, स्वदते इति ॥ 


1. Spig-P., Vol. II, Chap. XI, p. 352. ला धर e 
निर्दोषस्य गुणवतोलेकृतस्य च कान्यशरीरस्य कामिनीरारीरस्येव शोभा- 


तिशयनिष्पत्ती रसावियोग एव meu उपयोगी | ae 
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CHAPTER X11. 
KSEMENDRA. 


Among the numerous writings of Ksemendra, three small 
works—the Aucityavicaracarcd, Suvrttatilaka and Kavikanthabha. 
rana—deal with literary criticism. At the end of these works he 
himself says that he wrote them in the feign of King Ananta, He 
dates his Samayamatrka in 1050 A.D. in the reign of Ananta and 
his Dagavataracarita in 1066 A.D. in the reign of King Kalaga, 
Ksemendra was a Kashmirian, and King Ananta of Kashmir 
reigned from 1028 to 1063, but continued to live up to 1080 A.D. 
after relinquishing the crown in favour of his son Kalasa in 1063 
A.D. Ksemendra was a pupil of Abhinava!, (990-1015 A.D.) and 
most probably his literary activities lay mainly during the period 
when King Ananta was on the throne, i.e, about 1030 to 1070 
A.D. 

In this Aucityavicaracarca Ksemendra puts forward a novel 
theory that ^ Aucitya ' or appropriateness isthe soul of poetry. 
By Aucitya he means the adaptation of parts of the verse to each 
other and fo the whole, or in other words, a certain poetic 
harmony orifitness of things.” (Karika 7 etc.) The necessity for 
Aucitya in the development of Rasas has already been pointed 
out by. Anandavardhana, who held that the absence of Aucitya is 
thé one impediment to.the realisation ef aesthetic pleasure’. Kse- 
mendra. reversed. that. opinion - and. -said-that- the- presence: of 
Rasas contributes fo Ajcitya or poctic harmony.4 “He extended 


— 


— 


^1. See Page 132. , 
. 24 Aucityaviciracarca, p. 116 ; Karika 7. 


.. .. उचित प्राहुराचायी: सदृश किल यस्य यतू | 
. . .:उच्चितस्य च यो भावस्तदौचित्यं प्रचक्षते ॥ ७-॥ 
'काव्यस्याङ्गेषु च प्राहुरौचित्यं व्यापि जीवितम्‌ | Karika 10. 
See Kärikäs 8, 9 and 10. द 
3. अनौचि्याऱंते नान्यद्रसभङ्गस्य कारणम्‌। ` 
प्रसिद्वौचित्यबन्थंस्तु रसस्योपनिषत्परा || Dhv. P. 145. | 
„ (+ - अर्ङकारास्वलङ्कारा गुणा एव गुणाः सदा | m 
Ai रसासिद्वस्य स्थिरं काम्यस्य जीवितम्‌ || Aucitya : Kari v 
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CHAP. XII] KSEMENDRA 


this principle not only to the Alan 
many other elements of poetic ex 
poem, verb, case, gender, number, 
is very comprehensive, 
principles expounded b 


147 


kàras and Gunas but also to 
pression like word, sentence, 
etc. His conception of Aucitya 
and he clearly shows how all the different 
y earlier writers could be brought under 
his poetic harmony ; and his exposition and illustration of the 
various kinds of Aucitya are very intelligent and telling. He 


accepts the classification of Rasas recognised by Dhvanikara and 
his commentator, Abhinava, into nine including Santa. The 
theory of Dhvani is also tacitly admitted while the two rival 
methods—Vakrokti and Anumana—are left out of consideration, 
In his Suvrttatilaka this principle is explained with reference to the 
choice of the different metres, how metres lend easily to the deve- 
lopment of Rasas, in what metres particular poets have excelled, 
and in what they have failed. His Kavikanthabharana explains 
fully the necessary training which an aspirant must undergo if he 
should desire to become a poet. 


_ tbidyp. 30: हक lug Ni ue? Epp ™ FEES 
` शान्तो यथा मम॒ a a 
भोगे रोगभयम्‌ etc. 
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CHAPTER XIII. 
MAMMATA. 

We consider next Mammata, whe was regarded by tradition 
asthe very incarnation of the Goddess of learning, and whose 
work, the Kavyaprakasa, was exceedingly popular throughout 
India and at all times. It was regarded sucha great honour, a 
sure passport of learning and an acid iest for the award of titles 
to comment on this work, that many writers seeking fame wrote 
lengthy commentaries on it ; and we are left in possession of no 
less than thirty of them. This writer lived about the close of the 
eleventh century. 
^ The great popularity of the work is not due to any of the 
original theories expounded therein—for there is very little of 
originality in the work—but to the able manner in which all the 
different theories are brought together, their inter-relations defin- 
ed and each of them assigned to its proper place among the 
sources of literary appeal. It gives the predominant position to 
Rasa and Dhvani and establishes their right by a vigorous refuta- 
tion of the opposing Anumàna theory. It also recognises the 
subordinate place of Guna and Alankara, laying at the same time 
great stress on the absence of faults in composition. The distinct- 
ly creative age in the history of Sanskrit Literary criticism 
comes toa close with ihe Káàvyaprakàéa, and it becomes the 
model for all later works on poetics like the Ekavali, Sahitya- 
darpana and the Prataparudriya, which treat of the subject in the 
same comprehensive manner occasionally adding a chapter on 
the dramatic technique. 


— 
m 


l. Kavyaprakisa, P. 118. B. O. R. 1. Edition, 1921. 
सुधासागरकारेरपि प्रागुक्तः प्रदीपोऽनूचैवं खण्डितः | तथा हि-- न 
चैतावता “ निर्वेदः स्थायिभावाख्य: ” इति वदतां श्रीवाग्देवतावतारवृत्ति 
काराणां प्रमादः ET: | तत्तज्ञानजन्यनिर्वेदस्येव ' शमरूपंत्वातू | Vrttiküra is, 


of course, Mammata. : 
CC-0. Prof. Satya Vrat Shastri Collection. 


Digitized by Arya Samaj Foundation Chennai and eGangotri 


CHAPTER XIV, 
TWO LATER WRITERS. 
Visvanàálha. 


Before concluding this work we cannotomit to refer to the 
two great writers, Visvanàtha and Jagannatha Pandita, whose 
works are very popular and are largely studied throughout India, 
Visvanatha’s work, the ४ Sahityadarpana’ deals in clear, easy 
language with all the different topics in poetics and has also a 
special feature of devoting a chapter to dramaturgy, based mainly 
on the Nátya$astra and the Dasariipaka. His date has been 
ascertained with some exactness, and he may be safely placed in 
the first half of the 14th century. (For details see P. V. Kane, 


Introduction to Sàhityadarpana and S. K. De, Sanskrit Poetics, 
Vol. I, Section on ViSvanatha.) 


We are here concerned with a peculiar synthetic theory of 
Rasa that he cites with approval. ‘This was first put forward by 
one Narayana, an ancestor of Vigvanatha. The character of the 
Rasa realised is this ——lhrough the excess of Sattvaguna, we 
realise ourselves in a state of complete bliss, free from all know- 
ledge of the external world, and similar to the Yogin's realisation 
of the Infinite; and this realisation is essentially some extraordin- 
ary Camatkara or enjoyment of bliss, and it is called Rasa, This 
Camatkira is nothing but the unfolding (Vistira) of the mind, 
and this unfolding is synonymous with Vismaya or wonder. This 
Vismaya is the primary characteristic of all Rasas ; and it means, 
in the Rasa Adbhuta are synthesised all the other Rasas; and the 
latter are nothing but the different manifestations of the one 
Adbhuta.! 


—— «> 


.l. . S&hityadarpana, Pariccheda III. beginning. 
सत्त्वोद्वेकादखण्डस्वप्रकाशानन्द्चिन्मय; | 
वेदान्तरस्पशंशून्यो त्रह्मास्वादसहोदरः ॥ २ | 
लोकोत्तरचमत्कारप्राण: केश्चित्ममाताभिः | 
स्वाकाखदभिनत्वेनायमास्वायत रसः ॥ ३ । 
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This view is similar to that of Bhavabhüti who regards 
Karuna as the one Rasa whose manifestations only are the rest, 
He takes his stand on the view that the essence of the realisation 
of Rasa is Cittavidruti or a certain melting of the heart and this 
` Druti is primarily associated with Karuna, and hence Karuna is 
the one Rasa (see ante. P. 43). Vigvanatha takes the view that jt 
is not Vidruti but Vistara or unfolding, and hence the one Rasa 
is Adbhuta and all the other Rasas may be synthesised in Adbhuta, 


Jagannatha :— 


Panditaraja Jagannatha is one of the greatest writers on 
Alankara, well known for his originality, critical acumen and 
masterly and logical exposition of the different views held in 
Sanskrit poetics. He was the son of Perubhatta, a learned 
scholar under whom he studied mostly. He flourished during 
the reign of Shahjahan, the M oghul Emperor at Delhi and was 
also a younger contemporary and rival of that versatile scholar, 
Appayya Diksita. His literary activity may therefore be placed 
mainly in the second quarter of the seventeenth century. (For 
details, sec P. V. Kane and S. K. De, op. cit.) 


Among the numerous works of Jaganniitha, we are concerned 
here only with the Rasagangadhara and the Citramimarhsakhan- 
dana. The latter is only a small treatise intended to attack—as its 
name implies—the Citramimarhsa of Appayya Diksita. The 
former contains a very minute and critical examination of the 
various principles in poetics and is unrivalled for the logical 
precision of its language. Jagannathais a proud man, conscious 
of his superior powers and gifts. He is not merely a critic buta 
poet as well. In his work he has not borrowed verses from 
other poets to illustrate the different principles, but he has com- 
posed verses of his own. Says he, in the introduction to the 


—$—$ -- -+-- 


चिन्मय इति स्वरूपार्थे मयटू | चमत्कारः चित्तविस्ताररूपो विस्मया- 
qaaa: | तग्राणं च अस्मदुद्धप्रपितामहसह्ृदयगोष्टीगरिष्ठकविपण्डितमुख्य- 
श्रीमनारायणपादेरुक्तम्‌ | तदाह धर्मदत्तः स्वग्रन्थे- - 

रसे सारश्चमत्कारः' सवत्राप्यनुभूयते | 

तच्चमत्कारसारत्वे सर्वत्राप्यद्वुतो रसः |^ 

तस्माददवुतमेवाह कृती नारायणो रसम्‌ ॥. . . 


(७-0. Prof. Satya Vrat Shastri Collection. 


2: ; ion C i eGangotri 
cue Iv) "गणती त M 
Verses appropriate for 
S of any other; for 
aring deer ever think even of using the 
fragrance of the flowers ?" Again at the beginning of the Prána- 
bharana,? he says, “ the lips of learned men are closed when they 
have to praise the work of others, The Kings are blinded with 
the infatuation of their power and wealth. Indeed, in whose 
lucky man’s lips, will the charm of my poetry that Surpasses in 
sweetness the nectar flowing from the lips of passionate angels 
dance ?” Further in the introduction to the Citramimarmsakhan- 
dana, he proclaims, “ If any person, unprejudiced, should answer 
my criticisms of the work of Appayya Diksita, I shall indeed 
carry on my head the feet of that brilliant scholar ! ”1 Thus he 
was fully aware oi his strength, and the verse निर्माय etc, would 
itself illustrate his superior poetic gifts. In any lesser man, the 
above statements would constitute only vain, empty brag. It is 
not so in Jagannatha. 


Rasagangadhara,1 « 
illustration, 1 have not utilised the verse 


Besides his masterly and logical exposition of the various 
principles, he has made some distinct contributions to poetics. 
Firstly we may consider his theory of poetry. It is 
“रमणीयार्थप्रतिपादक: दाब्दः कान्यम्‌? or poeiry is that composition con- 
veying an idea, capable of giving a certain aesthetic pleasure . (to 
cultured minds). This is quite comprehensive and fairly accurate, 


— — —ÁÓ —À 


1. निमीय नूतनमुदाहरणानुरूपं 
eed मयात्र निहितं न परस्य किंचित्‌ | 
किं सेव्यते घुमनसां मनसापि गन्धः 
कस्तूरिकाजननशक्तिम्ृता मृगेण ॥` | 
2. Published in the Kavyamala, Guccha I, 
विद्वांसों वसुंधातळे परवचःछाघासु वाचंयमाः 
भूपालाः कमलाविलासमदिरोन्मीलन्मदा धूणिताः | 
आस्ये धास्यति कस्य लास्यमधुना धन्यस्य कामालस- 
स्ववीमाधरमाधुरीमधरयन्वाचां विलासो मम ॥ 
सूक्ष्म विभाव्य मयका समुदीरिताना- 
मप्पय्यदीक्षितकृताविह् दूषणानाम्‌ | 
. fad. यदि: समुद्धरणं Aaa- Ws 
दस्याहमुज्ज्वल्मते SII वहामि || Citramimamsa, p. 105, ' 
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It is free from the narrowness of Visvanatha’s definition and the 
rigidity of M ammata’s. According to the former (वाक्यं रसात्मक 
काव्यम्‌ ) that composition in which is developed a Rasa would 
alone constitute poetry. In other words, it concerned itself only 
with the emotional element in literature and left out of considera. 
tion the imaginative and the intellectual elements. According to 
this, great masterpieces like the description of the ‘Acchodasaras, 
in the Kadambari, Milton's description of the hall of the Pande. 
monium, descriptions of rivers, mountains, the ways of child. 
ren, etc., in standard poetry would be expelled from the legitimate 
sphere of poetry. To avoid this, Jagannatha has adopted a gene. 
ral and wide definition which would include in poetry all com- 
positions that appeal to us. This subjective test of poetry need 
not be regarded as a fault, for according to one school of philoso- 
phy all knowledge is only subjective. He further points out the 
inaccuracies in the other theories of poetry and shows how his 
own is quite accurate and comprehensive. 

Further he was not satisfied with the classification of poetry 
made by Ananda into three, viz, Uttama, Madhyama, and 
Adhama ; the basis of this being the predominance of the suggested 
sense over the express idea, the subordination of the suggested 
sense to the latter and the absence of the suggested idea. 
Because some good verses where the Vyangyartha was Gunibhüta 
were really good poetry, even Ananda felt the injustice of calling 
the Gunibhüta Vyangya as second rate compositions; and though 
according to strict theory they: might be so, from a different stand- 
point they should be regarded as equal to the highest. He speaks 
thus :— 9 l 

प्रकारोऽयं गुणीभूतव्यद्गथोडपि ध्वानिरुपताम | 

धत्ते रसादितात्र्यपयीेचनया पुनः || hv. 111. 41. 
He further describes this class of composition in this excellent 
illustration. It is like a servant bridegroom that is taken in à 
grand marriage procession followed by his King on foot.! But it 
is Mahimabhatta, the author of the Vyaktiviveka, who tore to 
pieces the view of Dhvanikara and showed how some of the best 
Kavyas cited by Ananda were nothing but conundrums and also 
how the inferior class of poetry according to Ananda really 


—— — MÀ 


१. तत्र च तेषामाधिकारिकवाच्यापेक्षया गुणीमावः विवाहप्रवृत्तभृत्यानु- 
यायिराजवत्‌ | 110, p. 206, ` OREN 
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belonged to the first categ 
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ory. -Jagannatha took the cue from 
Mahimabhatta, and not being a confirmed Opponent like Mahima- 
bhatta, he makes with due deference to the authority of the 


master, Ananda, a fourfold. classification of poetry. He gives for 
our consideration this verse :— , . : 


राधवविरहृज्वाढासन्तापितसद्यरौलशिखरेषु l 
शिशिरे सुखं शयानाः कपयः कुप्यन्ति पवनतनयाय || 
; à oe T TEN R. G., p. 17. 
* The monkeys that were living coitifortably in the winter on 
the tops of mountains, rendered warm by the scorching flames of 
the pangs of separation of Rama, became angry with Hanuman,’ 
Here the idea is that Hanuman brought the glad news of 
Sita, and this completely assuaged the Virahatipa of Rama. That 
is, Rama was burning with the fire of Viraha, and this fire made 
the mountain warm, When Hanuman came, the ‘fire of Viraha 
was put out, Rama became cool to touch, and hence the monkeys 
felt the severity of the winter and became angry with Hanuman, 
Here the suggested idea, that Rama was gladdened by the news 
of Sita brought by Hanuman, is made subordinate and is made to 
explain the adventitious anger of the monkeys towards Hanuman. 
And it looks like a queen who, kept by ill-luck ina prison, posses- 
ses then an inexpressible charm.! This verse should not be brand- 
ed as inferior poetry ; and so he enunciated four classes, viz., Ut- 
tamottama, corresponding to the Uttama of Ananda, (2) Uttama, 
corresponding to the Gupibhüta Vyangya of Ananda. He divided 
the last variety of Ananda into two, and called compositions 
having Arthalankaras, Madhyamakavya, (3) and compositions 
having primarily Sabdalankaras alone Adhamakavya, (4) or the 
lowest. Thus he raised the Gunibhitavyangyakavya to the 
dignity of Uttamakavya. In doing this he was quite justified. 


Conclusion. 


We have thus traced through their different stages of growth, 
these two sister theories of Rasa and Dhvani, which analyse the 
nature of the poetic expression of ideas, which define the nature 


— -— 


— 
MEP 


1. अत्र जानकीकुशलावेदनेन राधवः शिशिरीक्षत इति व्यज्गथं आकस्मिक- 
कपिकर्तृकहनूमद्वियककोपोपपादकतया गुणीभूतमपिं दुर्दैबबशतः दास्यमनुः 


भवद्राजकळत्रमिव कामपि कमनीयतामावरहति || R. G., p. 17. 
S 20 CC-0. Prof. Satya Vrat Shastri Collection. 
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ofthat aesthetic pleasure and the peculiar Do of its realisa- 
tion in poetry and drama, which give a bold but just classifica- 
tion of the different emotions that move the human heart, which 
definitely solve the difficult problem of ; how Ever painful 
emotions contribute to delectation when realised through poetry 
d which determine for all time the character of the sources of 
an tic appeal. By these and by the formulation of an ‘accurate 
hese ed based on them and by laying down the standards 
of literary taste, they provide us with a golden key to unlock the 
abode of the richest treasures of the Poetic Muse. : 


ओं तत्सत्‌ 
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Abhinavabharati, 91-2 
his theory of Rasa, 104 
Kalidasa's support of his 
theory of Rasa,- 104-5 
Santarasa, 111 ff 
shows even Karunarasa is 
pleasurable, 110-1 `. 
relation to Kuntaka, 118-20 
criticised by Mahimabhatta, 
133 à 
Abhinaya, 16 
Agnipurüna 
its relation to Bhoja, 39 
Its character, 35-6 - 
many unacknowledged quo- 
tations in, 36-7 
its date of composition, 39 
later than. Anandavardhana 
and the Dhvanyaloka, 37- 
40 
Ajitapida, 95 
Alankàra 
only four accepted by Bha- 
^ rata, 12 


| Alankara—(Contd ) 


five by Bhàmaha, 15 
its relation 10 Dhvani, 80-82 
Anandavardhana, 6, 8 

his relation to the author of 
the Agnipuràna, 37-9 

the author of the Dhvani- 
karikas, 50-60 

first exponent of the Dhvani 
theory, 53-54 

his uprightness and fairness, 

2 
ideptified with Dhvanikāra 
* by Kuntaka, 57 


identified with Dhvanikàra 
by Ksemendra, 57 
his date, 60-1 
BL to by Rajasekhara, . 
referred to by Jayanta, 60 
indicates the claim of Santa, 
84 


Anubhdva, 16 
Aristotle's Poetics, 17 
Arthantarasankramilavacya, 71. 
Asarilaksyakramavyatigya, 73-5 
Aśvaghoşa, 11 
Atharvaveda 

the meaning of Rasa in, 2 
Alyantatiraskriavacya, 70 
A1cilya 

theory of, 146-7 
Aucityavicdracarcd, 146-7. 

identifies Ananda with Dhva- 

nikara, 57 

Avantivarman 

king of Kashmir, 57, 61 
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B 
Bana 
conception of poetry, 44-5 
attitude towards Rasa, 45 
his theory in practice, 45 


Bhamaha 
eference to the classification 
of Alankaras into five only, 
12 
his relations with Uddyota- 
' A kara and Dharmakirti, 19 
his date, 24 
his relation 
22-3 
his attitude towards Rasa, 21 
Bharata 
his Nàtyaéasira, the different 
styles in which „it is com- 
posed, 9, 10 e 
referred to by Kalidasa, 14 
his Rasasütra fully explained 
15 
the Fatlier of Sanskrit literary 
criticism, 17 
Bharavi, 44 
Bhàsa, 97 
Bhattandyaka, 89 
an opponent of. the Dhvani 
School, but an advocate of 
the Rasa School, 86 ff 
` quoted in the Locana and 
Abhinavabharati, 86-87 
his Hrdayadarpana, 86-7 
ridiculed by Abhinava, 88 
"idea of - Bhavakatva . and 
Bhojakatva, 27 : 
his date, 88 
his criticisms of Sri San- 
kuka's _theory of Rasa, 


Ze 


with Dandin, 


T 


his theory of Rasa, 103-4 ' 
Bhatta Sumanas, 93: ` ; 
Bhattatauta, 95 
Bhatienduraja, 95 
Bhavabhiiti, 8 

his egoism, 42 

combination of Rasas 
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Bhavabhüti—(Contd.) 
his peculiar conception 
Rasa, 43 i at 
Bhoja 
_ §rnigaraprakasa, 27, 137 (f, 
: author of the Hrdayangama? 
. 26-8 
relation to Agnipurana, 39 
his erudition, 138-9 
his style modelled on that of 
the Mahabhasya, 140-2 
: his theory of Rasa, 142-5 
Blnvandbhyudayz, 95 


Buhler, 51 


Citramünàanmsaükhandana, 151 
Citlavidruti, 43 . 
D 
Dünavira and Dayàvira 
their distinction: from? Santa, 
115-6 
Dandin 
his conception 
24-5 ' 
his relations with - Bhamaha, 
. 99 3 D 
his date, 25 . 
his attitude towards Rasas 
25-6 
a$ariipaka, 88 ff 
Dattildcarya, 93 
De, Dr. S. K., 19, 23, 36, 51 
149-50 . 
misunderstands a passage of. 
Ananda -and holds that 
Ananda and Dhvanikara 
vere different, 58-9 
his wrong conception of 
Sphota, 65 
Dhanaiijaya, 88 ff. 
Dhanika, 88 ff 
does not accept Santarasa, 90 
Dharmakirti, 19-21, 138 
Dhvani . 
vaguely ^ understood - 
Vamana, 61-3 


of poetry, 


by 
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Dhvani—(Contd.) 


term borrowed from the 
Sphota doctrine, 67-8 
defined by Ananda, 68 
the senses in which the term 
is used, 69-70 
four varieties ‘explained with 
illustrations, 70-5 
its relation to the older criti- 
cal methods, 79-80 . 
its relation to Alankara, 80-2 
m to Gunas, 82-83. 
y to Sanghatana 
(Riti) 83 1 B 
immediate opposition to, 85 
s 
Kuntaka's attitude towards, 
121, 123 ff. m 
Dhvanikara 
aware of Vamana, 55 
Dhvanikürikàs 
authorship of, 50-60 
Dhvanyàlcka, 38, 39 
a-passage misunderstood by 
Dr. De, 58 UU] 
Karikas . also written 
Anandavardhana, 50-60 
‘Karikas written by one 
Dhvanikara’, 51 
Dinnàga, 20 


by 


G 
Gunas 
relation to Dhvani, 82-3 - 
H 
Hrdayafigama - - 
The probable authorship of 
this anonymous commen- 
tary on the KavyadarSa, 
26-8 
Hrdayadarpana . 
nàyaka, 86-7 à 
referred to in the Vyakti- 
‘viveka, Locana, etc., 86-7 


of Bhatta- 


Jacobi, 51 
Jagannalha — - 
Scriptural authority for Rasa, 
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Jagannatha—(Contd,) 
‘date, 150 


his theory of poetry, his 
contribution to poetics, £51 
ff f 


. his character, 8, 14, 150-1 
Jayantabhatta . 
refers to Ananda, 60-1 
Jayapida 
. King of Kashmir, 29 
J inendrabuddhi, 21 
Kalidasa, 8 
refers to Bharata, 14 
_ his attitude towards Rasas, 41 
his conception of poetry, 41 
function of the dramatist, -40 
supports Abhinava's view of 
Rasa, 104-5. 
K 


Kane, P. V., 91, 149, 150 
Karikakdra 
knew Vámana and Udbhata, 
55-6 
Karuna, 
the only Rasa according to 
Bhavabhüti, 43 i 
Karunarasa 
its realisation is pleasurable, 
110-1 
Kavyddarsa ~. . 
A commentary on, called 
Hrdayangama, 26-8 
Kavyakautuka, 96 
Küvyünumili -` 
of Mahimabhatta, 133-4 
Küvwyaprakü$a . . i 
its greal popularity, 148 
its character, 148 
Keith, A. B., 11, 19, 51, 57 
Kohala, 93 ° 
Ksemendra : 
identifies Ananda with 
Dhvanikara, 57, 59 
a pupil of Abhinava, 132 
his date; 146 
his theory of Aucitya, 146-7 


(७-0. Prof. Satya Vrat Shastri Collection. 


158 
Kuntaka, 11 59 xx d 
identifies Ananda. with 


Dhvanikara, 57 

ridicules Udbhata, 94 

his date, 118-20 

relation to Mahimabhatta, 
118-19, 130 

relation to Abhinava, 119 20 

his conception of Vakratva, 
121 

attitude towards Dhvani, 123 
ff 

his respect for Anandavar 
dhana, 124-30 

attitude towards Rasas, 125 
ff 

conception of Rasavad Alan- 
kara, 126-7 

his conceit, 130 

his relation to earlier writers, 
129-30 | 

the fate of his theory, 151 

ridiculed by Mahimabhatta, 
133 


L 


Locana, 53, 58 
criticises Bhattanayaka, 87-8 
written before the Abhinava- 
bharati, 92 1 
Lollata, 94 
his theory of Rasa, 98-9 


M 
Magha 
his view of poetry 
attitude towards Rasas, 46-7 
his defects, 47 
Mahimabhatta 
relation to Kuntaka, 118-9, 
130 , : 
his date and relation to 
Abhinava and Kuntaka, 
132-3 
ridicules Kuntaka, 133 
his conception of Kavyanu- 
miti, 133-4 
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! Mammata, 59 
does not distinguish betwee 
ae and Dhvanikar, 
character of his work, the 
KavyaprakaSsa, 148 
his great popularity, 148 
Mandana, 59 
Mankhaka, 121 
Manoratha, 61, 129 
Matafigamuni, 93 
Matrgupta, 13 
Muiija, 88, 89 
Murari í 
his claim as a poet, 43 . - 


his attitude towards Rasas, 
43-4 


N 
Nagananda, 115 
Newman, 106 
Nàtyasástra 
probable date of composition 
10 ff. 
probable date of the present 
text, 14 
any trace of Hellenic influ- 
ence, 17 
Nydyamafijari 
refers to Ananda, 60 
P 
Padmagupta, 89 
Panini, 53 
Pratihdrendurdja 
his date, 85 
his opposition ‘to Dhvani, 
85-6 
Pravarasena 
acquainted with the Rasas 
14 
attitude towards Rasas, 40 


R 


——— Se 


Rahula, 93 
Rajasekhara, 33 
refers to Ananda, 60 


E: 


attitude towards Rasas, 135-6 RGjatarangini, 29 95. > 
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history of its meaning in the 
Rgveda, 1-2, 

its meaning in the Atharva- 
veda, 2 

its meaning in the 
dic period, 2, 3 

the reason for adopting the 
term Rasa, 3 

the theory in 
Valmiki, 6-7 

the attitude of Bhàmaha, 24 

the attitude of Dandin, 25.6 

the attitude of Vamana, 29-30 

Karuna, the only Rasa 
according to Bhavabhiti, 
43 


Upanisa- 


embryo in 


always suggested, 75-77 

the narrowness of this school 
is removed by the accept- 
ance of the three varieties 
of suggested sense, 77 ff. 

ils cousins, Vastu and Alan- 
kara, 79 

its relation to Dhydhi, 79 

the problems raised by this 
theory, 97-8 

the view of Lollata, 98-9 

the defects in his view, 99 

Sri Sankuka’s criticism of 

‘Lollata’s view, 99 

- Saüküka's theory, 100 ` 

ils improvement. on the 
theory of Lollata, 100-1 

criticism of his theory, 101-2 

Bbattanayakà's criticism of 
Sri Sankuka’s view, 102-3 

his theory, 103-4 . 

Abhinava's view, 104 

Kalidasa’s support for Abhi- 
nava's view, 104-5 ° 

The seven barriersto its rea- 

lisation, 105 ff. 
realisation is transcen- 

dental, 109-10 ae 

always pleasurable, even in 
Karuna, 110-1 

Kuntaka's attitude towards, 


125 ff. 


its 
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Rasa—(Contd,) 

Mahimabhatta's attitude, 
135-6 


Rasagangadhara 
Scriptural sanction" for the 
theory of Rasa, 3 
theory of poetry, 151 
classification Of poetry, 152 


Rasas i 
classification by Bharata, 15- 
16 


their treatment by Rudrata, 
35 


their combination according 
to Bhavabhiüti, 42 
only nine in number, 116-7 
their synthesis in Santa, 116 
Rasasittra 
explained, 15 
interpretation. made 
Lollata etc., 98-9 
| 
his conception of a dramatist 
and a Mahakavya, 49 : 
RgVeda - 
history of the meaning of 
Rasa in, 1-2 
appreciation of poetry in, 3-5 
Rüdrabhatta:- - ur 
his relation with Rudrata, 
his contribution, 35 
Rudrata | 
relation with Rüdtabhatta, 


by 


his date, 33 — — ; 
his conception of poetry, 34 
his treatment of the Rasas, 35. 
S 
Sahityadarpana 
a peculiar Rasa-synthesis in, 
149 
Sahrdaydloka, 52 


Samlaksyakramavyangya, 72 
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Satighatana (Riti) 
its relation to Dhvani, 83 
Sankaravarman 
King of Kashmir, 88 
Santa 
its development by Sri Harsa 
46. 
accepted. as a ‘Rasa and 
vigorously defended by 
Ananda, 84 
its Sthayibhava, 112-4  . 
why it should be regarded as 
a Rasa, 111-6 , . 
‘its distinction from Danavira 
and Dayavira, 115-6 
Synthesis of all Rasas in, 116 
not accepted. by Dhanika, 90 
first accepted as a Rasa by 
Udbhata 
Sovani, 36 
Sphota 
a brief statement of 
theory of, 63-5 
. used in the enunciation of 
Dhvani, 65 ff. 
suggested the name Dhvani 
to the theory of Ananda, 
67-8 
$rHarna , .. 
his attitude towards Rasas, 
his development of Sànta, 
` 45-6 
Varlikas of, on: the Natya- 
$astra, 12-3, 93 
Srikanthacarita, 121 
Sri Sankuka, 95 
criticism of Lollata’s view of 
the realisation of Rasa, 99 
his view of Rasa, 100 
his improvement on 
theory of Lollata, 101 


criticism of the theory of, 
. 101 
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Sindhuràja, 89 


Sthaàyibhàva 


their distinctness -from the 
Vyabhicaribhavas: the ap 
ropriateness Of 1 i 
10560 “० o5 जती 
Subandhu 
his estimate of the critics and 
kings of his times, ‘his de- 
fects, 47-49 
T 
Trivedi, 19, 21, 23 
U 
Udayandcdrya, 59 
Udbhata 
a follower of Bharata, 11, 94 
gives , different readings of 
the Natyasastra, 11 
author of the Bhamahavi- 
varana, 23 
his works, 30 
a follower of .Bhamaha and 
Bharata, 30. 
his date, 31. . 
his attitude towards Rasa, 
31-2 ; 2 
admits for the first time Siin- 
tarasa, 31-2 .. 
known to Dhvanikàra, 55-6 
Uddyotakara, 19-21 
Upaskara x 
its meaning and usage, 96 
Utpala, 95 
Ultarardmacarita 
“a peculiar view of 
expressed in, 43 


Rasa 


V 
Vdcaspaii 
his Tatparyatika, 20 
Vakrokti 


the different varieties of; d 
, its relation to Dhyani, 124; 
123 ff. 
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Vakrokti—(Contd.) 
development of the concep- 
tion of, 129 
end of the theory, 131 
Vakroklijivita 
the theory of poetry expound- 
ed therein, 121 
Valiniki 
the Kraunca incident, 6 
how it reveals the critic in 
him, 7 
Vamana 
his date, 29 
his conception of poetry, 
28-29 
his attitude towards Rasa, 
29-30 
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Vasubandhu, 20 
Vibhàva, 16 
Visakhilacarya, 93 
VisSvanatha 
his peculiar theory of Rasa, 
149 


Vyabhicaribhava, 16 
its distinction from the 
Sthayibhiiva, the appro- 
ba eness of its name, 
Vyaktiviveka 
n to the Hrdayadarpana, 
6 


is known to Dhvanikara, 55 Vyafijanà 
vague understanding of the the neccssity for its accept- 
principle of Dhvani, 61-3 ance, 65-7 
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